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ABSTRACT 
Directing Experience: An exploration of Active Analysis and visual cognition 
theory in the training of contemporary directors 
It is usually taken for granted that theatre directors are the leaders of stage 
productions. Despite this belief, there are currently only a few training 
handbooks that comprehensively outline the complex task of directing a play. 
The Directing Experience Handbook provides trainee directors with a step-by-step 
model for directing a play from ‘page to stage’. The Handbook adapts aspects 
of Stanislavski’s 1930s theatre practice, known as Active Analysis, re-interprets 
key dramaturgical terminology from the Stanislavskian canon and marries 
these analytical tools with contemporary theories of visuality. To assess the 
effectiveness of the model, two qualitative and evidenced-based Action 
Research projects were undertaken with directing students at Australia’s 
National Institute of Dramatic Art (NIDA); As a result, the Handbook was 
improved upon over three iterations.  
The principal research results indicate that novice directors and graduates are 
able to gain competency in the model with the assistance of the Handbook, and 
to build innovatively on the skills they acquire. As the director’s 
Communication Skills are seen as a critical variable, effective communication 
tips and role-play exercises are included in the Handbook.  
The Directing Experience Handbook is a resource that can operate as both a 
supplement to director training, and as a toolkit for the more experienced 
theatre practitioner. As such, the Handbook provides a distinctive addition to 
the field of theatre directing. 
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FORMAT AND NAVIGATION OF THE DOCUMENTATION 
My research, which took place over the period 2011-2013, is documented in two 
parts: (1) the Framing Document and (2) the Directing Experience Handbook. 
 
The Handbook is the primary outcome of my research. It is intended for 
postgraduate student directors as a codified guide to rehearsing a play using 
the Directing Experience (DE) Model that I have adapted from Stanislavski’s 
Active Analysis and contemporary theories of visual cognition. During the 
research period, The Handbook was written and revised several times. It is 
presented separately here as it is intended to be able to stand alone as a kind of 
textbook which can be used as a resource in director training. The Handbook is 
the focus of my research as Head of Directing at the National Institute of 
Dramatic Art (NIDA) in Sydney, Australia.  
The Framing Document covers the Action Research processes and methods 
involved in making improvements to the Handbook. The Framing Document 
is in two parts: Project 1 and Project 2. Project 1 (2011) concerns the 
collaborative Action Research that led to the testing of the efficacy of the DE 
Model (the rehearsal procedures). Project 2 (2012-2013) analyses the data collected 
from in-coming student directors and alumni concerning the efficacy of the 
Handbook (the printed text book).  
Thus, there are two voices in the documentation: the academic discourse voice, 
and the directing pedagogical voice.  The Framing Document is written in the 
academic voice. This voice is also clear in Part I of the Handbook, which begins 
Directing Experience:
The Handbook
Framing Document: 
The Research Projects
 iv 
by outlining the theory that leads to the DE Model. However, when the DE 
procedures are explained in Parts II and III of the Handbook, the student 
director is addressed in the second person and in the pedagogical directing 
voice. It should be remembered that it is assumed that the student director is at 
postgraduate level. 
Included with the permission of the participants, the still photographs in Parts 
A and B were taken during rehearsals and performances that were part of my 
research.  
 
Navigating the documents 
Read Part A: Introduction (Pages 1-17) > read Part B > return to Part A. 
It is suggested that the reader continue reading these introductory pages of Part 
A (Pages 1-17), then move to read all of Part B (The Handbook) in order to 
understand the substance of the Directing Experience model. It is 
recommended that the reader then return to the body of this Framing 
Document to gain further insight into the research approaches, techniques and 
instruments employed in the two projects. (There is a reminder to change 
documents on Page 17). 
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INTRODUCTION 
 
 
 
 
 
 
 
 
 
 
Rehearsal (National Theatre Drama School, Melbourne, 2012) 
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OVERVIEW OF THE RESEARCH  
 
An overview of the investigation is outlined here, and follows the traditional 
Action Research methodology: plan, act, observe, and reflect. Following this 
written survey, the key aspects of the investigation are displayed in a spiral 
format to further contextualise and illustrate the conceptual debt to orthodox 
Action Research.  
 
 
Project 1: The Efficacy of the Model 
 
Plan 
The formulation of the DE Model involved the integration of findings from the 
cognitive sciences with an adaptation of Stanislavski’s Active Analysis. This 
resulted in the Directing Experience Handbook (Version #1). NIDA directing 
students were introduced to the DE Model via master classes, supervision of 
rehearsals and the Handbook. To test the efficacy of the Model, data collection 
instruments and analysis methodologies were created. 
 
Act 
NIDA directing students undertook simulated rehearsals based on the Model 
outlined in the Handbook.  
 
Observe 
Observations, discussions and questionnaires were used to collect data 
pertaining to the simulated rehearsals. 
 
Reflect 
The data was analysed with regard to improving both the DE Model and the 
Handbook.  
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Project 2: The Efficacy of the Handbook 
 
Plan 
Improvements were made to the DE Model and the Handbook (Version #2). 
Data collection templates and analysis methodologies were planned to 
investigate the effectiveness of reading the Handbook only. 
 
Act 
In-coming NIDA directing students (Novices) directed a scene guided only by 
their reading of the Handbook. No coaching was provided. Previous graduates 
were interviewed regarding the value of the DE Model in their post-NIDA 
practice.  
 
Observe 
(a) Observations were made of the competency of the Novices to replicate the 
DE Model after reading the Handbook alone.  
(b) The value of the DE Model was gauged by interviews and other data 
collection with the graduates and Novices. 
 
Reflect 
After an analysis of the findings and critical reflection, a series of improvements 
were identified for the Handbook. It was decided that it should operate as a 
supplement to director training. 
 
 
Future Research 
 
Plan 
The current version of the Handbook was created (Version #3). 
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RECENT DIRECTING HANDBOOKS 
In order to place the investigation in the current scholarship of teaching 
rehearsal procedures, it was useful to evaluate significant recent directing 
manuals. This document’s scope and scale is limited to the discussion of four 
significant manuals or handbooks published since 2000: Hodge and McLain’s 
Play Directing (2010); Bloom’s Thinking Like a Director (2002); Baldwin’s Stage 
Directing (2003); and Mitchell’s The Director’s Craft (2009). However, passing 
reference will be made to other and earlier publications where appropriate1. 
These contemporary handbooks offer insights into how pedagogues, theatre 
schools and individual directors view directing practice today.  
Francis Hodge’s seventh edition of Play Directing (with new co-author Michael 
McLain in 2010) was published posthumously. Hodge taught directing at the 
University of Texas, Austin for almost forty years, and previous editions of this 
work are widely used in the United States and elsewhere. Hodge’s colleague at 
the University of Texas, Michael Bloom, outlined a very different approach to 
directing in his 2002 publication Thinking Like a Director. Chris Baldwin, a 
freelance director, teacher and graduate of Rose Bruford College (outside 
London), published Stage Directing in 2003. Finally, the well-known English 
director Katie Mitchell described her approach in The Director’s Craft in 2009. 
For a deeper and more specific understanding of current best practice, the 
following critical analysis of the handbooks focuses on how the authors 
individually deal with two major aspects of the director’s work: the preparation 
required before rehearsals begin, and the actual rehearsals in the rehearsal 
room.  
The initial directorial preparation period includes all the research, 
dramaturgical analysis (structure in the text) and other background work 
                                                          
 
1 Some of the more recent and/or important additional texts include: Robert Benedetti’s The Director at Work (1985), 
Anne Bogart and Tina Landau’s The Viewpoints Book (2005), Mary Robinson’s Directing Plays, Directing People (2012) 
and Michael Wainstein’s Stage Directing (2012). 
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required before the actors become involved. The authors clearly illustrate the 
importance of this stage of the director’s process, not only by their cataloguing 
of the techniques covered, but by the sheer number of pages that they devote 
to the topic. Indeed, almost half of each handbook is taken up by discussion of 
this preparatory stage: 43% of Wainstein’s text; 44% of Hodge and McLain’s; 
46% of Bloom, Baldwin and Robinson’s; 47% of Mitchell’s; and 51% of 
Benedetti’s.  
Bloom: The Director as ‘Interpreter’ 
The detail and logical sequencing of Bloom’s preparation period is impressive 
in its scope. After preparatory literary and historical research, the director 
breaks the play down into named units (similar to scenes or events) and beats 
(short durations of action). Following this structuring activity, Bloom’s 
taxonomy encourages the determination of super-objectives: what a character 
is aiming to achieve in a play, and the director’s vision of the production. Bloom 
underlines that the director’s main aim is to ‘animate’ the play, and that he/she 
has two ways of achieving this goal. Specifically, he believes that:  
Most successful directors employ twin points of view simultaneously. One consists of 
living inside the play, discovering its energy by probing and empathizing with the 
characters’ deepest desires and flaws; the other is a focus on the structure. (Bloom 2002, 
6)  
Thus, the preparation period deals mainly with dramaturgical (structural) 
issues, and all of these issues affect character conception well before rehearsals 
begin. This kind of thorough preparation and early interpretation is 
reminiscent of Konstantin Stanislavski’s ‘mental reconnaissance’ approach, as 
outlined in Creating a Role (See Stanislavski 1988, 253-255).  
Bloom goes on to label the last phase of the preparation period as ‘pre-
production’ – the time when design and other collaborations, as well as the 
casting process, are considered. The director then takes this preparatory vision 
into the rehearsal room where it is used as the starting point for rehearsals. 
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I believe that Bloom’s emphasis on thorough research leading to a definitive 
interpretation could actually be counter-productive to the rehearsal process in 
that it could inhibit free and open exploration of the script. Nonetheless, Bloom 
does see the director as ‘interpreter’ because the director, after collating all of 
the research, determines a clear interpretation (or vision) before entering the 
rehearsal room. 
As with almost all of the directing handbooks, Bloom suggests beginning 
rehearsals with a script reading followed by extended discussion (‘table talk’)2. 
Once on the floor, Bloom maintains that “there are no rules for organizing this 
work” (Bloom 2002, 127). Nonetheless, he suggests exploring Given 
Circumstances and character intention as a guide. Once this is done, the scene 
is staged. Unlike Hodge and McLain, Bloom is ambivalent about pre-
determined ‘blocking’ (the positioning of actors on stage). He maintains that 
staging should aid the audience’s focus on the narrative. Later rehearsals delve 
more deeply into intentions, improvisation and creating obstacles. Bloom also 
mentions that key moments should be ‘framed’ (highlighted) and that dramatic 
events need to be clear. Apart from these and other general direction 
guidelines, Bloom does not offer any prescribed rehearsal room format. 
Baldwin: The Director as ‘Producer’ 
In contrast to Bloom’s work, Baldwin devotes more than half his writing on 
rehearsal preparation to non-script analysis3. For Baldwin, the choice of play, 
the space it will be performed in, and the factoring in of the intended audience 
is the crucial starting point. He values the contribution of the other members of 
the creative team (for example, the producer, designers, and musical directors), 
and outlines the importance of production meetings and timelines. 
                                                          
 
2 Writing for US college students, Wainstein devotes an entire chapter to the techniques of the first read and ‘table talk’ 
(Wainstein 2012, 99-114). 
3 Similarly, Rehearsal Management for Directors is devoted solely to the business of director organisation (Alberts 1995). 
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It is only in the second part of his explanation of the preparation period that 
Baldwin begins to deal with the script. Like Bloom, he values the knowledge of 
its structure: “By breaking down the play, by looking at how it works 
structurally, we can gain insights into the way it delivers an impact to the 
audience” (Baldwin 2003, 53). Referring to Stanislavski’s early period of work 
when he was preparing The Seagull, Baldwin agrees that the director needs to 
have a clear ‘vision’ of the production before he or she goes into rehearsal.  
After following the orthodox dramaturgical principles of looking at the life and 
times of the playwright and breaking the script down into episodes/events, 
Baldwin introduces some unique concepts for the director to consider. Firstly, 
he contemplates the production from the point of view of audience 
expectations when he asks the director to consider The Three Dramatic Forces 
(See Baldwin 2003, 65) when responding to action on stage: 
What do I want to happen? 
What should happen? 
What happens? 
By asking these questions, the audience is provoked to make a judgment about what 
they see. And this is from where audiences derive pleasure in the theatre event. 
(Baldwin 2003, 65)  
Secondly, Baldwin appropriates Brecht’s notion of ‘not…but’ (considering 
alternative actions) and refers to it as ‘countermotions’ (or the repercussions of 
the choices a character makes). He suggests that the moments when figures 
make key decisions should be scenically reinforced. To further the effectiveness 
of the countermotions for the audience, Baldwin suggests the creation of strong 
scenic images, including the presentation of the opposite of what might be 
expected. Making ‘countermotions’ scenically memorable is not unlike the 
notion of gestus (symbolic gestures) in Bertolt Brecht’s work or utopian 
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performatives, as outlined by Jill Dolan 4 . Both concepts relate to creating a 
heightened and theatrical moment (often through physical gesture) that 
illuminates the subtext or the literal meaning of the moment. 
Baldwin conceptualises rehearsals into five phases, each of one week’s 
duration. The first week is devoted to ‘orientation’: reading the play, dividing 
the play into episodes, and determining the ‘supertask’ (main objective) of the 
production. In the second week, the actors move on to the floor and explore 
intention5, and the director blocks the action. In the third phase, the director 
details the action. In the fourth week, the director fine-tunes the shape of the 
production by looking at tempo-rhythm and running the play. Finally, in the 
last phase, theatre technology is added as the performers go into the theatre.  
Hodge and McLain: The Director as ‘Semiotician’ 
The subtitle of Hodge and McLain’s Play Directing: Analysis, communication and 
style reveals their underlining focus. In their view, detailed textual analysis 
leads the director to create a meaningful visual conception, which is further 
defined by a particular playing style. Semiotic communication (that is, 
meaningful stage visuals that relate to the director’s conception) dominates this 
handbook, especially with regard to stage design and the placement and 
movement of performers. All these mise-en-scene (staging) choices relate to the 
director’s production ideas, or to character relationships in the play to which 
the director wishes to draw attention; hence, these choices are strongly 
symbolic.  
Given that they see a direct correlation between textual analysis and staged 
communication, Hodge and McLain have laid out a series of tools and 
                                                          
 
4  “Utopian performatives describe small but profound moments in which performance calls the attention of the 
audience in a way that lifts everyone slightly above the present” (Dolan 2005, 5).  
5 Robinson stresses the importance of directors determining specific character intention in the narrative. She quips: 
“No needs: no story” (Robinson 2012, 91). 
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processes for the director to use for a thoroughly prescriptive pre-rehearsal 
period based on communicating semiotic meaning. There are three major 
components to the director’s preparation for rehearsal: dramaturgy, performer 
proxemics (how actors will move about the stage for maximum theatrical 
effect), and design.  
As is the case with Bloom and Baldwin, orthodox Stanislavskian concepts – 
such as Given Circumstances, dialogue analysis, research of the period in 
which the author lived, and division of the dramatic action into events and 
beats – are recommended. However, Hodge and McLain go much further: they 
introduce the concept of ‘polar attitudes’, and ask the director to pre-determine 
tension levels and tempo-rhythm. Polar attitudes combine what might be called 
personality ‘hang ups’ with what is generally termed ‘the character’s journey’ 
in the play.  
Hodge and McLain ask the director to consider four questions for each 
character, at both the beginning and the end of the play, to determine what has 
psychologically changed for them. This focus on the emotional interpretation 
of character is indicative of American Method acting6.  
How do I feel about my world?  
How do I feel about my relationships? 
How do I feel about myself? 
How do I feel about my prospects?  
(Hodge and McLain 2010, 55) 
While these emotional considerations can be seen as part of the inner life of a 
character, Hodge and McLain also require the director to map out the 
                                                          
 
6 American Method acting was based on Stanislavski’s early teachings where (re)creating emotions was considered 
important, as opposed to his later work which privileged the physical. 
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characters’ outwardly manifestable tension levels at any given point in a scene, 
and to determine their tempo-rhythm (the rate and pattern of a figure’s 
physical life)7. The far more overt semiotic components of the director’s work 
are revealed in their reliance on proxemics and stage design. On page after 
page, they illustrate different ways in which proxemics reveal the inner 
meaning of the text or performance8.  
While Bloom suggests that all of his proposed preparation is brought into the 
rehearsal room and used as a starting point, Hodge and McLain actually 
require the actors to accept and immediately incorporate the preparatory 
decisions. In this way, the performers are asked to move through the pre-
determined groundplans (maps of stage furniture and movement) at the 
beginning of rehearsals, using the pre-decided tension levels and tempo-
rhythms allocated to them.  
On the rehearsal floor, directors are encouraged to continue with the notion of 
symbolism by staging action that demonstrates basic character relationships. 
The use of gesture and props is encouraged in this regard. Hodge and McLain 
do not provide any step-by-step model of how to conduct rehearsals; rather, 
they list a number of techniques and notions for the learning director to be 
mindful of. These tips include explanations of talking and listening, Given 
Circumstances and events (which they define as ‘landmarks’ in the narrative).  
Hodge and McLain’s approach is in sharp contrast to that of Benedetti and 
Wainstein who painstakingly iterate the progressive steps of the rehearsal 
period. Benedetti’s 1985 text especially underlines the dynamic shaping of the 
production. In the final stages of rehearsal, he prescribes that “you will now 
assist the actors in developing their specific sense of the sequence of stimulus 
and response…Stanislavski called this the score of the role” (Benedetti 1985, 
                                                          
 
7  In contrast, Louis Catron advises that tempo-rhythm be considered later during rehearsals (See Catron 1989, 291). 
8  Similarly, George Black’s Contemporary Stage Directing (Black 1991), Terry John Converse’s Directing for the Stage  
(Converse 1995), and Dean and Carra’s Fundamentals of Play Directing (Dean and Carra 1980) are pre-disposed to 
emphasising metaphors, groundplans, and body language. 
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165). Similarly, Wainstein outlines both a planned and organic approach to 
rehearsals. His so-called ‘Discovery Approach’ allows the actors to improvise 
a scene within given parameters, while his ‘Planned Approach’ suggests that 
directors: “Read each beat; analyze that beat for dynamics, conflicts, and 
relationships; and finally, visualize movement that tells that story” (Wainstein 
2012, 130). 
Mitchell: The Director as the ‘Knowing Adjudicator’ 
In the final chapter of her handbook, Mitchell cites the four major influences on 
her practice. Stanislavski’s legacy is observed in her “using physical actions as 
a means of communicating emotion and character” (Mitchell 2009, 227). From 
the Russian director Lev Dodin, she learnt the importance of attention to detail. 
From private directing classes with Russian practitioners (with antecedents to 
Stanislavski), she determined the importance of clear terminology when 
working with actors and specific rehearsal exercises. Finally, her work with 
Antonio Damasio taught her to focus on emotions that led her to state “It was 
no longer essential for the actors to feel the emotions; now what mattered was 
that the audience felt them” (Mitchell 2009, 232).  
Mitchell’s directing methodology calls for a very detailed understanding of the 
narrative and Given Circumstances within the play text. She suggests many 
ways of preparing for rehearsals. After reading the text, the director is 
encouraged to undertake detailed research into the life and times of the author, 
the ideas of the play, and the style of the production. Other suggestions include 
lists of facts and questions about the text, character biographies, tentative 
character intentions, event breakdowns, narrative timelines, and relationships. 
She also promotes the idea of dividing the play into main events and sub-
events. She suggests that, before rehearsals begin, the director determine the 
intention of each character in each event of the play. She cites an example from 
Anton Chekhov’s The Seagull: “Masha: to make Medvedenko feel better” 
(Mitchell 2009, 64). 
 
The extended section that deals with working with actors in the rehearsal room 
is peppered with many ‘handy hints’ taken from Mitchell’s extensive 
experience. In particular, her ‘Twelve golden rules for working with actors’ 
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(Mitchell 2009, 119-124) outlines basic and successful communication skills. She 
suggests that the typical rehearsal session begin with discussion and analysis 
around the table, acting exercises dealing with the ideas contained within the 
scene, movement work and, finally, a return to the discussion table. 
 
The director is encouraged to lead discussions on the playwright’s background 
and historical period. This is followed by discussion of the ideas contained 
within the play, and the actors are asked to re-enact similar instances from their 
own lives. Similarly, the actors are asked to identify the emotion that typifies 
the play, and to re-enact examples from their private lives. Improvisations of 
the actual text only begin when the actors have determined their character’s 
biography and their relationship to other characters. Before working on a scene, 
the actors improvise a ‘trigger’ event or circumstance.   
 
In the actual working of scenes, the understanding of events is underlined, and 
the actors solidify the director’s predetermined intentions for the stage figures. 
Once improvisations have been undertaken, rehearsals continue in the 
conventional manner: the scene is repeated, with the director giving 
suggestions for improvement. In the chapter ‘Technical and Dress Rehearsals’, 
Mitchell outlines a clear and comprehensive set of tips for what the director 
should cover at this critical time in the production process.  
 
This brief outline of Mitchell’s approach cannot fully incorporate the many 
suggestions and exercises that she presents in her publication. Her handbook 
is an excellent reference for many procedures that can supplement the DE 
Model. The fundamental difference between Mitchell’s philosophy and the DE 
approach is her predetermination of the characters’ intentions and the purpose 
of the production. As do the other authors of the directing handbooks reviewed 
here, Mitchell encourages a definitive understanding of the characters and the 
play before coming into rehearsals. Nonetheless, The Director’s Craft comes 
closest to Directing Experience in its aim to comprehensively outline and 
describe directing procedures from preparation to staging, while building on 
Stanislavski’s Active Analysis. 
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The Director’s Preparation: Best Practice, a Critical Overview 
What all four handbooks consider as necessary for the director’s preparation 
period is a detailed dramaturgical understanding of the play script based on orthodox 
Stanislavskian principles. Included in this preparation is the pre-rehearsal 
determination of: i) character Objectives – what characters want at any given 
time; ii) character Super-Objectives (S-Os) – what characters want over the 
course of the play; and iii) the director’s Super-Objective (S-O) – what the 
director wants to say through his/her production. Thus, this traditional 
preparatory technique remains the hallmark of contemporary best practice. 
While this might not sound controversial, it does raise the question of the 
function of the next stage in the production process: the rehearsal period. If the 
director has such a strong and predetermined view of the play and the 
characters before he/she arrives for rehearsals, what creative role do the actors 
play in developing their own characterisation? The marginalisation of the 
actors in the conceptualisation of their characters is a major issue that needs to 
be addressed.9  
According to the handbooks reviewed, there are two other commonalities in 
best practice that need to be (briefly) mentioned: the design needs to reflect the 
director’s understanding of the play (arising from his or her detailed dramaturgical 
analysis of the play), and the need to theatrically highlight key moments in a 
production. Hodge and McLain and Bloom outline how stage semiotics might 
operate using realistic human behaviour and stage proxemics, while Baldwin 
proposes his more imaginative notion of character ‘countermotions’.  
In contrast to the comprehensiveness and prescription of the preparation 
phase, most contemporary directing manuals are vague about what a director 
actually does during the rehearsal period (the exceptions being Mitchell and 
Wainstein). Consequently, in the main, the learning director must piece 
                                                          
 
9  This marginalisation is in no way restricted to contemporary current best practice. Curtis Canfield wrote in 1963 that 
one of the director’s “main objectives is to maintain consistency in the behavior of the characters, to supply material 
not provided specifically in the text to help the actors envision their immediate objectives in the play, and to give them 
a complete and rounded background context” (Canfield 1963, 3-4).  
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together fragmented information, or guess what procedures need to be 
undertaken. 
 
Related Texts and Approaches 
Although not a directing handbook per se, The Viewpoints Book (Bogart and 
Landau, 2005; hereafter referred to as Viewpoints) is often referred to by 
contemporary directors; therefore, some of its techniques are pertinent here. 
Where Viewpoints aligns itself with the DE Model is in the field of visuality, 
with Bogart and Landau believing that: “Composition is a method for revealing 
to ourselves our hidden thoughts and feelings about the material” (2005, 12). It 
would appear that time and space, therefore, are linked to psychology. Later in 
their writing, however, Bogart and Landau maintain that: “Viewpoints is a 
pathway to unexpected choices not dictated by text, psychology or intention” 
(Bogart and Landau 2005, 133). Nonetheless, where Viewpoints complements 
the DE approach is in its use of free and impulsive improvisation, and the 
encouragement to work on the floor from the very beginning.  
Selected movement techniques from the work of Rudolf von Laban are also 
popular in actor training and have made their way into the toolkit of some 
directors. Laban lived during momentous times in Europe 10 , and was 
influenced by theorists from many fields. These influences included Carl Jung 
and his personality typologies. While his “world-wide fame is largely due to 
his theories on natural human dance and movement in relation to space” (TL 
2006), his “ideas are not necessarily presented sequentially and rarely is there 
a chain of reasoning” (Hodgson 2001, 32).  
                                                          
 
10  For example, Laban organised the invitations to the International Dance Festival that ran concurrently with the 
Berlin Olympics. However, he fled to Paris after falling out with Josef Goebbels. 
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Despite this shortcoming, Laban’s Eight Basic Effort Actions11 remain a popular 
tool for exploring movement and physical characterisation in theatre. As Karen 
Bradley points out in her book on Laban’s work: “Movement is behavior, is 
communication. Movement reveals who we are and how we are” (Bradley 
2009, 97). While Laban’s work supports the notion of character revelation 
through physicalisation, his approach does not constitute a directing approach; 
rather, like Bogart and Landau’s Viewpoints, it presents a series of exercises and 
techniques that can be used to supplement rehearsal and staging practice. 
Current Best Practice and the Directing Experience (DE) Model 
Despite their various backgrounds and foci, the selected contemporary director 
handbooks all agree that best practice for a director’s rehearsal preparation 
involves: i) thorough dramaturgical research in the Stanislavskian tradition; ii) 
the pre-production creation of scenic design; and iii) the need to have explored 
the theatricalisation of certain key moments in the dramatic text. 
In terms of providing the learning director with a prescriptive or detailed guide 
for the actual rehearsal process, most manuals are limited in value. Even more 
comprehensive texts such as Katie Mitchell’s The Director’s Craft (2009) do not 
provide a step-by-step rehearsal model for the novice director. Michael 
Wainstein’s Stage Directing (2012) is more detailed in its approach but is more 
geared to the American college and musical theatre director. Once Wainstein’s 
text reaches the actual work on the rehearsal room floor, it becomes less useful, 
providing a series of exercises rather than any practical taxonomy. 
The notions of director pre-determination and the omission of active actor 
involvement are the common problematic elements in current best practice. 
Specifically, to address these notions, future handbooks need to ask and answer 
three questions:  
                                                          
 
11  These are: pressing, wringing, gliding, floating, thrusting, slashing, dabbing and flicking. 
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1. Can pre-determined performance decisions limit actor discoveries in the 
rehearsal room?  
2. Are there alternative strategies to designing a production so far in 
advance (thereby allowing rehearsal discoveries to create a more 
appropriate design)?  
3. Can the performers be empowered to contribute to the illumination of 
key moments in a dramatic production?  
The DE Model addresses all three questions, and answers all in the affirmative. 
 
 
 
 
(Please note, it is suggested that the reader now go to Part B: The Handbook 
before returning to continue Part A). 
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PROJECT 1: THE EFFICACY OF THE DE 
MODEL 
 
 
 
 
 
 
 
 
 
 
Orphans by Dennis Kelly (Directed by Luke Rogers, NIDA/Actors Centre, 2012) 
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‘THE SCHOLARSHIP OF PROFESSIONAL PRACTICE’  
The purpose of Project 1 was to determine the efficacy of the Directing 
Experience (DE) Model. The following report on Project 1: i) outlines and 
details how my investigation and research findings in my site at the National 
Institute of Dramatic Art (NIDA) tested the conceptual framework that underpins 
the directing model, and ii) how the research findings affected the content 
development of the directing manual. 
Three interests (rehearsal procedures, visuality, and Active Analysis) guided 
my research and the conceptualisation of the Directing Experience training 
model. After auditing current best practice stage-directing handbooks, I 
recognised that there was a gap in theatre-training pedagogy in regard to 
providing directors with a comprehensive and detailed scheme for their 
rehearsal process with actors. Concurrently, in my practice, I had become 
interested in the potential of visuality as the predominate channel of 
communication in dramatic presentation. I wanted to confirm that recent 
findings in cognitive and neurological studies could be harnessed for the 
benefit of contemporary performance practice. Finally, I wanted to systematise 
my understanding of Stanislavski’s Active Analysis into a clear and logically 
sequenced rehearsal methodology. It was important to create a model that 
could be successfully completed in the standard four or five weeks of rehearsal.  
This training model fills the pedagogical gap in rehearsal approaches, affirms 
the appropriation of scientific findings in visual cognition research, and 
provides a linear procedural arrangement for a four to five week rehearsal 
process. Consequently, the DE Model is unique in that it combines a version of 
Stanislavski’s early twentieth-century rehearsal system of Active Analysis with 
early twenty-first century scientific findings in visual cognition to provide a 
comprehensive instructional model for theatre directors.  
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The DE Model 
During my first year of doctoral study, I began drafting a rehearsal model 
based on my experience in my site. The resulting Handbook was given to the 
2012 NIDA directing student cohort (who became the initial sample for this 
study). The subsequent collaborative Action Research evaluated how well the 
students rehearsed plays using the DE Model. In addition, the directing 
students completed a number of data-collection instruments and participated 
in various discussions throughout the process, including follow-up discussions 
regarding my research findings. Observations were also noted by a small 
number of ‘Critical Friends’12 . The data collection approach was similar to 
‘analytic induction’13, where the students were both participants and observers 
in the cyclical revision process (although, in my investigation, they did not 
contribute to the research design or data analysis). 
The Findings 
The overall results indicate that: 
 it is possible to provide a comprehensive and logically-sequenced 
rehearsal process based on the Active Analysis methodology  
 findings from a range of visual scientific studies can be successfully 
appropriated to rehearsals and the theatre context 
 the director’s positive Communication Skills are critical to the model’s 
success. 
                                                          
 
12  ‘Critical Friends’ is a term to describe observers who are research participants, and have some understanding of the 
content and the process being undertaken as part of the research. In my case, the Critical Friends were my industry 
mentor and previous students. 
13  Briefly, this mode “is a multi-case approach in that you gather data from one…group of participants…Once you 
have used those data, you gather more data…and use them to refine and reformulate the theory or model you 
developed” (Willis 2007, 310).  
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As a result of the findings from Project 1, the second iteration of the DE Model 
included fourteen structural improvements, plus an added focus on ‘tips’ for 
expanding the director’s effective communication skills. From the results, it can 
be posited that the director’s Communication Skills when working with a 
rehearsal approach are critical to the successful application of the approach 
itself. These findings will have a significant and positive impact on the field of 
director training, and on the theoretical underpinnings of directing 
methodology in what Willis would call “the scholarship of professional 
practice” (2007, 271).  
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CRITICAL REFLECTION 
The ability to think critically is crucial to understanding our personal relationships, 
envisioning alternate and more productive ways of organizing the workplace, and 
becoming politically literate. (Brookfield 1987, 6) 
Before turning to the research methodology, I would like to spend some time 
positioning myself within the investigation. To facilitate this process most 
effectively, I believe that it is useful to apply Brookfield’s four components of 
critical reflection to my own praxis and research. To background my locus, I 
have added the following edited version of Dan Clark’s website summary of 
Brookfield’s elements of Critical Reflection (in Table 1, below).  
Table 1 Brookfield’s Components of Critical Reflection 
Assumption analysis  
 Thinking in such a manner that it challenges our beliefs, 
values, cultural practices, and social structures in order to 
assess their impact on our daily proceedings  
Contextual awareness  
 Realizing that our assumptions are socially and personally 
created in a specific historical and cultural context 
Imaginative speculation  
 Imagining alternative ways of thinking about phenomena in 
order to provide an opportunity to challenge our prevailing 
ways of knowing and acting 
Reflective skepticism  
 Questioning of universal truth claims or unexamined 
patterns of interaction through the prior three activities 
(See Clark 2011) 
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Assumption Analysis 
Critical reflection is the process by which adults identify the assumptions governing 
their actions. (Stein 1997) 
The underlying assumption in the DE Model is that directing theatre aims at 
‘directing (the audience’s) experience’; hence the title of my work. Structuring 
an audience’s experience through: events, character, plot, visuality, and 
intention is of fundamental importance in the directing process. What has 
guided and interested me in my research, and in the creation of the DE Model, 
is the belief that a live performance experience can expose deep human drives 
and understanding and that these exposures of the subconscious are valuable 
for audiences to vicariously witness. I believe that a director should have a 
reason for structuring theatrical experience; and that that objective necessarily 
suggests an attempt at social influence.  
My work assumes that it is important for a director to work within linear 
sequencing of rehearsals, and a strong conceptual framework. My research 
shows that scientific research findings cannot only be appropriated to inform 
the directing role, but can also be transferred effectively to the stage to improve 
an audience’s experience. Finally, my work takes for granted that the theatrical 
enterprise is, of itself, worthwhile. 
 
Contextual Awareness 
 
The reflective skeptic approaches problems critically in order to resolve them in a 
manner relevant to the situation at hand. (Gorham 1992, 185) 
Theatrical presentation is a visual venture. As a result, much of the uniqueness 
of the DE Model concerns the appropriation of visual tools to underpin 
structurally important moments. This ocularcentric lens is a result, I believe, of 
the current theatrical, social and scientific Zeitgeist where the visual is 
privileged. If theatre is a social enterprise, I support the notion that live 
performance has a role to play in attitude formation and social influence. For 
me, the opportunity for directors and theatre practitioners to express 
something profound and meaningful underpins the theatrical art form. 
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Imaginative Speculation 
Despite a plethora of approaches and styles, much dramatic presentation in 
contemporary performance is still focused on imitating psychologically 
credible domestic behaviour. Notwithstanding the many scenically abstract 
and ‘cutting edge’ productions that are designed for our stages, the 
performances (on the whole) are based on what might be regarded as 
twentieth-century quotidian naturalism. I am actively speculating that by 
revealing inner and/or sub-conscious human behaviour (as encouraged by the 
improvisations and visual manifestations in the DE Model), the ‘prevailing 
ways of knowing and acting’ will be challenged. I speculate that the human 
psyche is the last frontier of epistemology, and that theatre is well-placed to 
reveal the secrets of our ontology.  
Reflective Skepticism 
Critical thinking without creativity reduces to mere skepticism and negativity, and 
creativity without critical thought reduces to mere novelty. (Paul and Elder 2006, 35) 
Does the DE Model assist in revealing the human psyche and does it contribute 
to the field of directing? By appropriating contemporary scientific findings and 
matching these with orthodox Stanislavskian rehearsal techniques, I believe 
that I have developed a unique system of rehearsal that is valuable in the field 
of contemporary stage direction. However, I am also mindful of Brookfield’s 
warning that the critical thinker distrusts “the educator who purports to have 
a curriculum or model of teaching appropriate for all learners or subjects” 
(1987, 3). I have been cognisant of this attitude, and have attempted to avoid it 
in my own teaching practice.  
The prescriptiveness of the step-by-step outline of the DE Model calls into 
question the system’s applicability to all situations. Consequently, I impart the 
DE Model to my students to the point of procedural proficiency; after that 
point, however, I do not require them to adhere to the approach in subsequent 
practical work. Rather, they are encouraged to find their own directorial voice. 
In this way, reflexivity underpins the future deployment of the Model. Finally, 
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the very basis of my instruction posits that the techniques inherent in the DE 
Model are a worthwhile foundation for the director’s craft.  
 
BACKGROUND TO PROJECT 1 
The evolving DE Model has been successfully applied by recent NIDA post-
graduate directing students at various institutions, including: NIDA itself, The 
Actors Centre (Sydney), Queensland University of Technology (Brisbane), the 
Aboriginal Centre for Performing Arts (Brisbane), the University of 
Wollongong, and The National Theatre Drama School (Melbourne). It has also 
been used by alumni directors in professional and fringe theatre settings. In my 
own directing work at NIDA, I have directed scenes from plays, using the 
various iterations of the system. I have also trialed this approach 
internationally on two occasions at the Hochschule für Schauspielkunst ‘Ernst 
Busch’ theatre school in Berlin (2011 and 2012), and on one occasion at the 
Shanghai Theatre Academy in China (2013).  
Formal research for Project 1 was undertaken at NIDA with the 2012 cohort of 
directing students. I was with the students in the rehearsal room at all times as 
supervisor, teacher, and co-participant. In all, there were 31 sessions, each 
lasting four hours. The data collection covers these 124 hours. The students and 
I were all part of the collaborative Action Research, actively participating in 
discussions at the end of each session. A number of evidence-based qualitative 
data analysis instruments were engaged to help to determine if, and how, 
improvements to the system could be made. The overall research aim was to 
make improvements to the directing methodology by focusing on the four 
fundamental concepts that frame the DE Model14. Consequently, the research 
                                                          
 
14  Dramaturgy, Visuality, Exploration, and Dynamics (See the section titled ‘Conceptual Framework’ in the handbook 
for details.) 
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evaluates the efficacy of the current directing taxonomy and points to ways to 
improve it. 
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METHODOLOGY 
 
 
 
 
 
 
 
 
 
 
The Name by Jon Fosse (Directed by Rachel Baring, National Theatre Drama School, 2011) 
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RESEARCH QUESTIONS 
Improving the DE Model was the overarching purpose of the Action Research 
undertaken. In order to focus on the development and improvement of the 
current DE Model, the following research questions were posed. 
1. How can an effective rehearsal model be built on the work of 
Stanislavski’s Active Analysis and contemporary theories of visual 
cognition? 
2. How can what is known of Active Analysis be systematised into a 
coherent and logically sequenced directing methodology? 
3. How can research findings in various scientific studies concerned with 
visual cognition be efficaciously embedded in dramaturgy? 
4. In what ways can both Active Analysis and these scientific theories be 
integrated for the benefit of theatrical performance? 
5. How can the effectiveness of this instructional training model be tested by 
qualitative evidence-based techniques? 
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RESEARCH DESIGN  
Collaborative Action Research and Instructional Systems Design 
Action Research is a name given to a particular way of researching your own 
learning…if you feel your practice needs attention in some way you will be able to take 
action to improve it, and then produce evidence to show in what way the practice has 
improved…the idea of self-reflection is central. (McNiff and Whitehead 2002, 15)  
By embarking on my doctoral study, I undertook a more rigorous and forensic 
approach to reflecting on my practice, the aim of which was to make significant 
improvements in my teaching context. Since my formal research began, it has 
been underpinned by both reflective practice and Action Research. As a result, 
I have repeatedly made informed and conscious changes to my directing 
model.  
Action Research is a cyclical process that leads to change and improvements in 
the field of enquiry by regularly revisiting an area of practice that requires 
attention. In classic Action Research, first developed by Lewin, these iterations 
are characterised by repeatedly: planning, acting, observing and reflecting (See 
McNiff and Whitehead 2002, 41). It is “research that we carry out with our 
students in order to try out an idea or an innovation, test a hypothesis about 
their learning and see what would happen if…” (Wisker 2001, 156). 
At NIDA, I work closely with my students as we search for ways to improve 
our professional practice in the rehearsal room. Action Research in my site is 
therefore collaborative: the researcher is also a participant, and works together 
with participants to improve practice. Wong asserts that, “The key to reflective 
phenomenological forms of Action Research is participatory learning, without 
the participation of your co-researchers Action Research fails totally” (Wong 
2004, 22). In my own case, I am both the teacher guiding the students through 
the directing process, and a participant responding to the discoveries and 
participating in the discussions that are generated.  
However, while the research was collaborative in nature, it was not fully what 
Whyte might deem ‘participatory Action Research’ in that the 
students/participants did not ‘participate actively’ (Whyte 1991, 20) in the 
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formulating of the research design or the analysis of the data; however, they 
did collaborate in discussions and provide feedback through the data collection 
instruments. One bonus of collaborative research is that triangulation occurs 
naturally, and observations and experiences can be discussed during focus 
groups and follow-up discussions with all the participants. This, in turn, 
stimulates reflection by both the participants and the researcher. 
While reflection is an integral part of the collaborative Action Research process, 
I had hitherto not consciously been aware of this important aspect of research. 
At the beginning of this framing document, I applied the four components of 
Brookfield’s (1987) critical reflection to my research findings. A case can be 
made that critical reflection and Action Research are harmonious bedfellows: 
In this sense, the basis for Action Research is similar to the basis for the role 
of the ‘reflective’ professional practitioner [author’s bold print] (Wisker 2001, 
158). 
The positive relationship between Action Research, collaborative inquiry and 
professional improvement is well known. The Dictionary of Qualitative Inquiry 
concludes: 
All Action Research has the aims of improvement and involvement: Involvement refers 
to the participation of practitioners in all phases of planning, acting, observing, and 
reflecting. Improvement is a matter of changing the situation in which a particular 
social practice takes place, enhancing the understanding that practitioners have of their 
practice or their capacity to control it, remaking the practice, or all of these. (Schwandt 
1997, 4) 
My own practice and doctoral research focus on the ‘remaking’ (to use 
Schwandt’s term) of an instructional systems design handbook. Jerry W. Willis 
in The Foundations of Qualitative Research (2007) conjectures that in the past, the 
development of a textbook would not have been considered as academic 
research:  
Now, the idea of scholarship has been broadened to include effective dissemination of 
knowledge, and textbook authorship is accepted as scholarship at many research 
universities. (Willis 2007, 271) 
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The development of the DE Model and its incorporation in the Handbook 
married both this notion of ‘constructivist instructional design’ with 
collaborative Action Research and critical reflection. In this approach, the 
reflective researcher (myself) and the participants (the students applying the 
model) worked together and shared a responsibility for the success of the 
project: “That is the essence of participatory design: Involve the users in design 
as participants, not as observers from the sidelines and not as objects to be 
studied” (Willis 2007, 272). The DE Model presents a sequenced line of 
rehearsal stages for the director to follow: “Within the ISD [instructional 
systems design] model, the second step cannot be implemented without 
carrying out the first step because the first step is antecedent to the second” 
(Willis 2007, 273). 
The study allowed student participants, over many iterations, to make 
comments and suggestions about how to improve the DE Model. This blended 
approach was then tied to a further iterative approach to data analysis, known 
as Analytic Induction. In this way:  
You construct this evidential trail gradually, getting an initial sense of the main 
factors, plotting the logical relations tentatively, testing them against the yield from 
the next wave of data collection, and modifying and refining them into a new 
explanatory map, which then gets tested against new cases and instances. 
(Miles,Huberman and Saldana 2014, 292) 
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QUALITATIVE RESEARCH METHODOLOGY15 
One major feature of well-collected qualitative data is that they focus on naturally 
occurring, ordinary events in natural settings, so that we have a strong handle on what 
”real life” is like. (Miles,Huberman and Saldana 2014, 11) 
The choice of participants in the current research is similar to cluster sampling: 
“…a probability sampling procedure in which elements of the population are 
randomly selected in naturally occurring groupings” (Daniel 2012, 151). While 
the NIDA directing students do not appear to be a ‘random’ sample per se, they 
are a ‘space-based’ (that is, all studying at NIDA) sample and have been 
targeted, rather than targeting other directing students at other theatre schools. 
In multiphase sampling, the same group of subjects is researched many times: 
“Multiphase sampling is typically carried out to increase precision, reduce 
costs, and reduce non-response” (Daniel 2012, 163). 
I had full access to the student participants in their allocated four-hour 
directing practice sessions. All the directing students, actors and Critical 
Friends agreed to participate and completed QUT-approved ethics clearance 
forms. While the NIDA directing student cohort represents a single case study, 
the student participants can be considered as being representative of student 
directors at any Western theatre-training institute. 
Eight data collection instruments were used in the research. (These instruments 
are detailed below, and the templates for each are provided in the Appendix to 
this framing document). The two principal modes of collecting data were 
discussion and observation. In this study, I acted as the moderator in all group 
discussions. 
                                                          
 
15  To outline the data collection methodology used in this investigation, I have referred to ‘Questions for a Qualitative 
Methods Chapter’ from Doing Qualitative Research (Silverman 2005, 305). 
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Discussions were conducted in focus groups: “small structured groups with 
selected participants, normally led by a moderator. They are set up in order to 
explore specific topics, and individuals’ views and experiences, through group 
interaction” (Litosseleti 2003, 1). 
The focus group topics for discussion related to the major constructs (structure 
and performance) and components (dramaturgy, visuality, exploration and 
dynamics) of the DE Model. As moderator, I encouraged group interaction on 
these topics, as well as on other matters that were raised. 
While I noted observations in my Reflective Practitioner’s Logbook, 
participants and Critical Friends noted theirs on the data collection forms 
provided. Thomas comments on this direct observation: 
Gathering information by means of observation involves watching and/or listening to 
events, then recording what occurred…In direct observation, the researcher 
immediately sees and hears what is happening. (Thomas 2003, 60) 
Immediate observations were made by the participant observers and Critical 
Friends. However, most director participants and actor participants filled out 
their data collection forms overnight and handed them in at the next session. 
The Benefits of the Data Collection Instruments 
Eight instruments were used at varying times and frequencies during the study 
and were chosen because they were deemed the most appropriate mechanisms 
for answering the Research Questions. A range of instruments was chosen 
because they incorporated the major data analysis functions. The following 
table displays which data analysis functions each instrument served. More 
details about each instrument are located in the section ‘The Research 
Instruments’, which follows. 
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Table 2 Instruments, Their Data Function, Triangulation Status, and Timing 
Function CSS WXW SBX RPL FGD FOT TFR FUP 
Explore         
Describe         
Explain         
Predict         
Order         
Verify         
Reflect         
Triangulation         
Sessional         
Periodic         
Once         
Instrument Codes:  
CSS= Contact Summary Sheet 
WXW= What’s Working, What’s Not Working 
SBX= Suggestion Box 
RPL= Reflective Practitioner’s Logbook 
FGD= Focus Group Discussion 
FOT= Still Photographs of E5 Moments 
TFR= The Findings Report 
FUP= Follow Up Discussions with Participants Regarding the 
Findings 
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Data Analysis 
The raw data has been examined primarily by thematic analysis, which is, as 
Boyatzis explains: 
 a process for encoding qualitative information…A theme is a pattern found in the 
information that at the minimum describes and organizes possible observations…The 
themes might be initially generated inductively from the raw information or generated 
from theory and prior research. (Boyatzis 1998, vi-vii) 
The clusters of information were then graphically displayed. In ‘The Research 
Findings’ section of this document each instrument is introduced, examples of 
the results are presented, and the findings for each instrument are analysed.  
The Advantages and Limitations of the Methodology 
The primary advantage of the Action Research methodology is that it is 
collaborative. That is to say, the participants experience and comment on all 
facets of the research.  Furthermore, there are inherent advantages of the Action 
Research model in that it is cyclical. In the case of this study, this meant that 
each director had around five opportunities to direct a scene; this allowed for 
124 hours of observation. The main limitation of the study was the sample size: 
six student participants and three Critical Friends. 
 
COLLABORATIVE ACTION RESEARCH 
Preparation  
Participants were given a preliminary draft of the Directing Experience (DE) 
Handbook. This was provided prior to the start of the research/rehearsals. 
Using the draft Handbook as the guide, I delivered a short lecture, followed by 
a discussion, on how the DE Model works in practice. 
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Master Class 
I directed a scene using the DE Model with professional actors. The 
demonstration was for Phase 1 of the rehearsal process: that is, until the end of 
the Exploration Phase. Discussion took place following this phase. 
Collaborative Action Research 
Under my guidance, student participants directed their own scenes from 
Betrayal by Harold Pinter using the DE Model. Each participant directed on at 
least one occasion. I provided feedback, and kept an observation journal.  
Master Class 
I directed the same scene from Betrayal using the DE Model with professional 
actors from the Decisions Phase until the end of the Dynamics Phase. 
Discussion took place following this phase. 
Collaborative Action Research 
Student participants directed other scenes from Betrayal by Harold Pinter and, 
later, Private Lives by Noël Coward using the DE Model under my guidance. 
Each participant directed each play on at least two occasions. I provided 
feedback, and kept an observation journal.  
At the conclusion of each rehearsal session, there was a general discussion with 
the director, actors, observers and any Critical Friends in attendance. Formal 
discussions also took place halfway through the process and after the findings 
were analysed. During the sessions, participants were asked to fill out four 
types of forms that covered: (1) their general response, (2) what they thought 
was and was not working, (3) a suggestion box for improvements, and (4) their 
responses to still photographs taken of the E5 moments. The findings were 
recorded, and appear in ‘The Findings Report’.  
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Data Collection and Analysis Framework 
The overall organisation of the research analysis is indebted to the framework 
provided in the two editions of Qualitative Data Analysis (1994 and 2014). 
Observational strategies centred on the collecting of data using Boyatzis’ 
thematic analysis, as outlined in Transforming Qualitative Information (Boyatzis 
1998). The sources of other data collection methods include: Critical Incident 
Interviews (Bauer 2000), and Focus Group Discussions (Stewart and Shamdasani 
1990).  
When Each Instrument Was Used 
The following indicates the points at which each of the instruments was used 
in the research. Details of the instruments then follow, and their actual 
templates are located in the Appendix. 
 
 
 
 
• Contact Summary Sheet (CSS)
• What’s Working/Not Working Questionnaire (WXW)
• Suggestion Box (SBX)
• Reflective Practitioner’s Logbook (RPL)
Sessional 
(i.e., for each 4-hour 
directing period)
• Focus Group Discussion (FGD)
• Still Photographs of E5s (FOT)
Periodic
• The Findings Report (TFR)
• Follow up discussion with participants re Findings (FUP)
Once Only
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RESEARCH INSTRUMENTS 
 
 
 
 
 
 
 
 
 
 
 
 
 
No Such Cold Thing by Naomi Wallace  
(Directed by Pierce Wilcox, NIDA/Actors Centre 2012) 
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An Overview of the Instruments 
The instruments used in the research are summarised below. Details include: 
the purpose of each instrument; when in the research period it was 
administered; who participated in the data collection; the original source of the 
instrument; where the original templates of the instrument can be found; and, 
finally, any general comments that might be helpful in understanding the 
instrument in the context of the research. 
 
 Contact Summary Sheet (CSS) 
Purpose           To reflect on the main concepts, themes, issues and 
questions posed after each session 
Functions       Exploration, description, prediction, reflection, 
triangulation 
When After each session 
Who  Observers, directors, actors, Critical Friends 
Source            Miles and Huberman 1994, 51-55 
Template See Appendix 1 
Comment The CSS provides an early opportunity to reduce 
data collection by vetting what seems to be 
important as the data collection progresses: “A 
contact summary form is a one-page document with 
some focusing or summarizing questions about a 
particular field contact” (Miles,Huberman and 
Saldana 2014, 124). 
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 What’s Working/Not Working (WXW) 
Purpose           To reflect and describe positive and negative issues 
and outcomes in observed rehearsals 
Functions       Description, ordering, reflection, triangulation 
When After each session 
Who  Observers, directors, actors, Critical Friends 
Source            Researcher 
Template See Appendix 2 
Comment The WXW provides an opportunity for the 
observers to make critical observations and 
comments on what they see in rehearsals. 
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 Suggestion Box (SBX) 
Purpose           To predict, explain and describe improvements to 
the model 
Functions  Exploration, description, prediction, reflection, 
triangulation 
When After each session 
Who  Observers, directors, actors, Critical Friends 
Source            Miles and Huberman 1994, 51-55 
Template See Appendix 3 
Comment The SBX provides an early opportunity for the 
participants to suggest improvements to the model. 
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 Focus Group Discussion (FGD) 
Purpose           To triangulate observations generated by 
participants and Critical Friends; to stimulate 
discussion on research questions with dialogical 
prompts from the researcher 
Functions       Explore, describe, explain, verify, reflect, triangulate 
When After every 6 sessions  
Who:  Observers, directors, actors, Critical Friends 
Source:            Stewart and Shamdasani, 1990 
Template n/a 
Comment “Focus groups almost always are conducted with 
the collection of qualitative data as their primary 
purpose. This is their advantage, because focus 
groups provide a very rich body of data expressed 
in the respondents’ own words and context” 
(Stewart and Shamdasani 1990, 12). 
The focus groups in this research consisted of the 
researcher and the participants. The primary data 
for discussion came from the participants. 
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 Still Photographs of E5 Moments (FOT) 
Purpose           To act as a dialogical prompt in discussions about E5 
moments; to provide triangulation in a very 
different format 
Functions       Describe, order, verify, triangulate 
When During FGD discussions that include taking still 
photographs 
Who  The reflective practitioner, the participants, Critical 
Friends 
Source:            Researcher 
Template: See Appendix 4 
Comment Still photographs taken during rehearsals are used 
as dialogical prompts during focus group 
discussions. The term ‘E5’ (referring to the five key 
Events in narrative) has now replaced the earlier 
term of ‘T5’ throughout this document and in the 
Appendices. 
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 The Findings Report (TFR) 
Purpose           To present the data in a format that best represents 
the qualitative nature of the enterprise 
Functions       Explore, describe, explain, predict, order, verify, 
reflect, triangulate 
When At the conclusion of the data analysis 
Who  The researcher, the participants, Critical Friends 
Source            The Researcher 
Template n/a 
Comment The report presented the findings after they had 
been thematically analysed. Many of the findings 
are displayed in tabular form for ease of 
comprehension. Each instrument is introduced and 
its delivery explained. Each section concludes with 
an ‘Analysis of the Findings’ section which 
summaries the findings for that specific 
measurement. 
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 Follow-up Discussion with Participants re 
Findings (FUP) 
Purpose           To confirm and validate the findings 
Functions       Explore, explain, predict, verify, reflect, triangulate 
When Five months after data collection 
Who  Participants 
Source            Miles and Huberman 1994, 51-55 
Template n/a 
Comment The student participants were shown the research 
findings in tabular form and asked to comment on the 
results. Any useful comments that could be used for 
improving the model were added to the improvement 
plan.  
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The Findings Report (TFR) 
The Findings Report summarises and analyses the data collected from the 
seven instruments previously outlined. 
Coding  
The ensuing participant categories listed in the tables and analyses are the same 
for all instruments and are explained here. 
‘Not Identified’ (xid) refers to participants who cannot be identified as either: 
observers, actors, directors or Critical Friends.  
‘Observer’ (obs) refers to participants who took on the role of observers in rehearsal 
sessions. 
‘Actor’ (act) refers to participants who took on the role of actor in the rehearsals. 
‘Director’ (dir) refers to those participants who took on the role of the director in 
rehearsals 
‘Critical Friend’ (cri) refers to those participants who were Critical Friends and 
attended rehearsals. 
Not all the participants completed all of the CSS, WXW, FOT and SBX forms. 
Those participants who did complete the forms did not always complete each 
section of the form. The total number of participants who completed each form 
or took part in the data collection is indicated after the letter ‘n’; for instance, 
‘obs n=33’ indicates that 33 participants in the role of observers took part in the 
pertinent section of the report findings. 
The topics and comments that appear in TRF tables have been summarised, 
paraphrased and/or collated by the researcher. Generally, not all the topics 
mentioned by participants in the CSS, WXW and SBX forms are included in the 
tables. Only those topics that have been mentioned three or more times have 
been added. Topics and comments that only appear once or twice in the 
surveys are deemed not to have general significance. The specific number of 
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times the topic was mentioned is indicated in the brackets immediately 
following the topic or comment. Accordingly, ‘Discussion (5)’ denotes that five 
participants mentioned the topic ‘discussion’ in their comments in the selected 
section. For the instruments where the sample size is small, comments made 
by at least two observers have also been included.  
When specific participant comments are quoted, the following three-part 
reference system is used for source identification: 
 Part One: Identifying the instrument  
 Part Two: Identifying the category of observer  
 Part Three: Identifying the specific data collection form  
Take the example: “Focus on sound was a risk that paid off brilliantly” 
(WXWobs01). The first capitalized letters refer to the instrument being used 
(WXW= What’s Working/Not Working questionnaire), the lower case letters 
refer to the category of participant (obs=observer), and the number (01) refers 
to the specific survey sheet being quoted. In this way, any quote can be verified 
by reference to the specific data collection form from which it was taken. 
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THE CONTACT SUMMARY SHEET (CSS) 
As mentioned above, the main aim of the CSS was for the participants to reflect 
on the main concepts, themes, issues and questions posed after witnessing or 
participating in each session. This instrument was useful not only because it 
identified the many topics of concern and interest to the participants, but also 
because it served, after analysis, to cluster the many topics mentioned into 
seven all-encompassing categories. 
The following CSS table summarises the issues that the participants raised after 
viewing 124 hours of rehearsals. The CSS forms were given to all participants 
at the beginning of each of the sessions. Actors and directors (who were 
involved in the actual rehearsals) were encouraged to fill out the CSSs after the 
event, and to return them to the reflective practitioner; however, not all forms 
were returned. 
The CSS table is laid out in order to summarise and identify the key issues 
raised by the participants. The top row identifies the participants and indicates 
the sample size. The next three rows in the body of the table summarise the 
comments that the participants made in response to the six sections in the CSS 
template. The results are clustered into three categories. Each category has been 
allocated a physical row in the table that follows. 
 Row 1: ‘Main Issues’ refers to the comments made in response to 
Question 1: ‘What were the main issues or themes that struck you in this 
session?’ 
 Row 2: ‘Domains’ refers to the comments made regarding the four 
components of the DE conceptual framework and the focus of the 
enquiry; namely, Events, Visuality, Psycho-physical elements, and 
Dynamics.  
 Row 3: ‘Other’ refers to Questions 3-6, which ask for further general 
comments. 
Project 1 
 
49 
Table 3 Contact Summary Sheet (CSS): Summary 
Not Identified n=39 Observers n=33 Actors n=24 Directors n=7 Critical Friends n=5 
Main Issues 
Warm-ups (7) 
Environment (6) 
Manner with Actors (6) 
Energy in Room (4) 
Time Management (4) 
Clear Objectives (3) 
Main Issues 
Environment (13) 
Manner with Actors (9) 
Logical Structure (7) 
Discussion (4) 
Etudes (3) 
Tempo (3) 
Main Issues 
Clarity (9) 
Director in Control (5) 
Inspiration/Freedom (4) 
Logical Sequence (3) 
Etudes (3) 
Stop/Start Rehearsals (2) 
Time Management (2) 
Main Issues 
Logical Sequence (4) 
Director vs. Actor (2) 
Time Management (2) 
Objectives Records (2) 
Main Issues 
LOPA (2) 
Domains 
Import of Objectives (5) 
Clear E5s (4) 
Director’s Energy (4) 
Clear Events (3) 
Narrative Outline (3) 
Explain. Event Titles (3) 
Clear Gear Shifts (3) 
Domains 
Discussion (9) 
Side Coaching (5) 
Flickers (5) 
Exploration (4) 
E5 Explained (3) 
 
Domains 
Atmosphere (8) 
Feedback (6) 
Clarity (6) 
Logical Sequencing (6) 
Etudes (3) 
Warm-ups (2) 
Domains 
Exploration (3) 
Clear Events (2) 
Domains 
Patterns (4) 
Gear Shifts (3) 
Discussion (3) 
Owning E5s (2) 
Other 
Structure Objectives (5) 
Tempo (4) 
Verbal Action (4) 
Set up Space (3) 
Environment (3) 
Other 
Director’s Manner (18) 
Environment (5) 
Strategies to Obj. (4) 
Tempo (4) 
Clarity (3) 
Other 
Director’s Manner (9) 
Notes/Discussion (8) 
Etudes (6) 
Text (3) 
Other 
Notes/Feedback (3) 
Working with Actors (3) 
Strategies to Obj. (2) 
Time Management (2) 
Running Rehearsal (2) 
Other 
The Coil (3) 
Given Circumstances (2) 
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Analysis of the Findings 
These results point to how, in the Main Issues section, different categories of 
participants grade the level of importance of rehearsals according to their role. 
The findings indicate that the actors are far more concerned with the director‘s 
control and clarity of instructions and activities: “So important [for the director] 
to be concise and relate it back to what you’re working on” (CSSact05). 
Directors are much more concerned with the logistics of the directing process: 
“It’s hard not to get bogged down in detail” (CSSdir05). While the observers 
value both the interpersonal and professional skills of the director, they most 
highly value the environment that the director creates in the room: “The 
environment was not conductive for comedy” (CSSobs32). 
When considering the structural (dramaturgy and visuality) and performance 
(exploration and dynamic) components, there are also role differences. 
Directors, Observers and Critical Friends value both dramaturgical and 
performance components, as CSScri02 notes: “Repetition of a visual image [is] 
powerful – but actors seem to like to invest in them”. Actors, on the other hand, 
focus on the clarity and environment the director has created for them to 
perform in: “Good balance between letting the actors explore themselves and 
also coming in and telling the actors what to do” (CSSact10).  
In the third and more general part of the CSS survey, the director’s manner is 
paramount for both the observers and actors: “Director- on his feet was great” 
(CSSobs15). However, the actors also value the way in which the director gives 
notes and leads discussions: “Might be the director isn’t a big side-coacher, they 
should take notes. Important to note what was left out in an etude, and why?” 
(CSSact05). Directors also see the importance of giving notes well and working 
well with actors: “I need to always get the actors in the right mood and ready 
for the work” (CSSdir03). 
The findings indicate that directors are concerned with the notion of balancing 
different aspects of their work. That is, getting the directing process correct (as 
they see it), but also working effectively with their actors and being mindful to 
cover both dramaturgy and performance issues. The actors are far more 
concerned with the performance aspects of the work, although they seem to 
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link this with the director’s ability to be clear and to run a rehearsal room where 
they can work creatively. 
 
Conceptualising the Findings 
The analysis and patterning of these topics clearly indicates how participants 
conceptualise the rehearsal process they have participated in or witnessed. The 
table above contains almost 70 topics (each with numerous mentions) that the 
participants regard as relevant to the evaluation of rehearsals. These topics can 
be grouped to provide a conceptual pattern of what the participants consider 
as important when considering the efficacy of the rehearsal room. This thematic 
analysis is referred to as ‘Rehearsal Room Efficacy’, and its categories are 
illustrated below; for example, the Rehearsal Room Efficacy category of 
‘Clarity’ clusters comments from the CSS that relate to topics such as clear 
objectives, clarity, and clear events. 
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Table 4 List of Topics in the Rehearsal Room Efficacy 
DE Model  
Tempo, Etudes, LOPA, Narrative Outline, objects, Verbal Action, Strategies, 
text, Coil, Given Circumstances, warm-ups (as skill) 
 
Interpersonal Skills  
Manner with actors, manner, director vs. actor, director’s energy, working with 
actors, director in control 
 
Clarity  
Clear objectives, clarity, clear events, gear shifts, clear E5, patterning, structuring 
objectives 
 
Environment  
Rehearsal room environment, energy in room, environment, atmosphere, space 
 
Efficiency  
Time management, logical structure, event titles, record keeping, running 
rehearsals, stopping/starting rehearsals 
 
Discussion 
Discussion, feedback 
 
Inspiration 
Fun/freedom, side-coaching, use of flickers, warm-ups (as inspiration), 
exploration 
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The subsequent list reiterates the categories in the Rehearsal Room Efficacy 
register, and indicates the percentage of topics devoted to each notion in the 
CSS data.  
Table 5 Rehearsal Room Efficacy: Number of Mentions 
Rehearsal Room Efficacy 
frame 
Percentage mentioned Number of times 
mentioned 
DE Model 21% 63 
Interpersonal Skills  18% 54 
Clarity 16% 50 
Environment 14% 42 
Efficiency 11% 35 
Discussion 11% 33 
Inspiration 9% 28 
These seven can be further sub-divided into two categories: those that deal with 
the DE Model (Frame #1), and those that are in the remit of the director (Frames 
#2-7). Categorised in this way, it can be seen that 79% of the topics reported by 
CSS participants deal with director-oriented issues. 
This does not indicate, however, that the DE Model skills have been 
overlooked. Indeed, these skills are mentioned 63 times in the CSSs, and range 
across the dramaturgical and performance domains. The most cited DE skill is 
‘Etudes’, at 15 mentions. Etudes underpin the exploration stage of the DE 
Model, and constitute much of the rehearsal time when used. The following 
participant response illustrates an observer’s critique of how an Etude was 
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used in one of the rehearsals: “Vocal sub-text, didn’t really work; Magic If16 
much better” (CSSobs08). The other skills most mentioned are warm-ups and 
the use of tempo.  
The director’s Interpersonal Skills rate second highest; this rating indicates the 
importance of the director’s communication in the eyes of the participants. 
Interestingly, this has a higher priority for observers and actors than directors 
and Critical Friends. This might point to the fact that the direct recipients (that 
is, the actors) of this communication see the importance of these skills: 
“Honesty is important. Not only say what we’re doing but why we’re doing it” 
(CSSact06). 
The clarity referred to in the participant responses is often general – “Clear 
objectives coming through from audience perspective” (CSSxid38) – but does 
include a focus on E5s, objectives, events and ‘gear shifts’ (changes in tempo). 
Again, clarity is (reportedly) not as important to the directors as to the actors 
and other observers. On the other hand, Critical Friends mention the 
importance of finding patterns and connections most often: “Always link etude 
to objective” (CSScri07). 
The participant (CSSobs32) observation that “Environment was not conductive 
to comedy” is referring to rehearsals for Private Lives. Yet again, the 
environment in the rehearsal room is seen as important by some participants 
but not by the directors and Critical Friends. It would appear from these 
findings that directors are not as aware or concerned about establishing a 
creative atmosphere in the rehearsal room; for the actors, however, this notion 
is highly valued. 
What, then, do directors consider salient? ‘Efficiency’ as a category of response 
is prized across most participant groups (with the exception of Critical 
                                                          
 
16  ‘Magic If’ is an exercise where the actor places him/herself in the Given Circumstances of the character. (See Glossary 
in Handbook for more details.) 
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Friends), but especially by directors. The following two quotes indicate the 
esteem that directors have for well-organised work: “Don’t try to solve all the 
problems in one go” (CSSdir02); and “Importance of keeping moving- allowing 
problems, get back to the end of process and come back later” (CSSdir04). It 
would appear that the directors are conscious of the logistics of the rehearsal 
period and getting things done in the most efficient manner. It would also seem 
from the findings that directors are more focused on their own enterprise, 
rather than on what the actors might be experiencing and valuing. A case can 
be made that a part of the director’s job is to make sure that the actors are 
working at their highest creative level, and that to facilitate that happening 
might require more than running an efficient rehearsal room. 
The need for inspiration is, unsurprisingly, important to the actors (and the 
observers as well): “Renewed burst of energy and productive environment 
created by [the director] after the break” (CSSact15). Directors see inspiration 
more in the light of the actor/director relationship: “Finding the balance 
between actors’ exploration and director prompting them down more 
interesting routes” (CSSdir06). This notion of balancing actor’s and director’s 
roles is also acknowledged by the actors: “Good balance between letting the 
actors explore by themselves and also coming in and telling the actors what to 
do” (CSSact10). Although directors report some acknowledgment of the 
importance of inspiring actors, their primary concern still seems to be the 
competent running of the rehearsal room. 
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WHAT’S WORKING/NOT WORKING QUESTIONNAIRE 
(WXW) 
The CSS helped to identify participants’ general issues in the rehearsal process. 
The WXW questionnaire was aimed at getting specific information on which 
skills and issues were deemed by the participants to be working well, or not 
working well, in the rehearsals. The intention was to pinpoint particular areas 
where the DE Model could be improved. 
The WXW questionnaire was given to all participants at the beginning of each 
4-hour session. Participants were asked to record notes on the WXW form 
during rehearsals. Actors and directors filled in the forms after the sessions and 
handed them in later; in other words, they evaluated their own performance 
after the event. Not all participants completed the form, and 17 participants did 
not identify themselves and, therefore, fell into the category of ‘not identified’. 
A small number of Critical Friends who made comments also did not identify 
themselves on the form. 
The following table summarises the comments that various participants 
suggest were working, or nor working, in the 124 hours of rehearsals they 
observed, or in which they participated. The top row identifies the participants 
and indicates the sample size.  
 
 
 
 
 
  
Project 1 
 
57 
Table 6 Comments Summarised from the WXW Questionnaire 
Not identified n=17 Observers n=58 Actors n=35 Directors n=13 
What’s Working 
 
Objectives (5) 
Titling Events (3) 
Setting up the 
Space (3) 
Etudes (2) 
Clarity (2) 
What’s Working 
 
Etudes (16) 
Director’s Skills (15) 
SIRCO/VAT (13) 
Etude Reads (13) 
Discussion (10) 
Sound/Light Effects 
(9) 
Linking Activities (7) 
Strategies (6) 
Side-coaching (6) 
Clarity (5) 
E5 well-used (4) 
Warm-up (4) 
Coil (4) 
Narrative Outline (3) 
Objects used (3) 
Costumes (3) 
Second Level (3) 
Improvisations (3) 
Mise-en-scene (3) 
Setting up the Space 
(3) 
 
What’s Working 
 
E5s /VATs (11) 
Objectives (5) 
Discussion (5) 
Etudes (5) 
Seeing Patterns (3) 
Costumes (3) 
Side-coaching (3) 
Directing skills (3) 
Sound/Light Effects 
(3) 
What’s Working 
 
Etudes (7) 
Re-enforcing E5s (4) 
Objectives (4) 
Tempo/Shifts (4) 
Re-enforcing Events 
(3) 
SIRCO/VATS (3) 
Sub-dividing Events 
(2) 
Discussion (2) 
What’s NOT 
working? 
 
Director Ineptitude 
(8) 
Clear Explanations 
(2) 
E5s (2) 
 
 
What’s NOT working? 
 
Clarity (9) 
Too director-centric 
(8) 
E5 (6) 
Too much talk (5) 
Coil (4) 
Director Skills (4) 
Warm-up (4) 
Mise-en-scene (4) 
Listening to actors (4) 
Terminology not 
clear (4) 
Note-taking (3) 
Narrative Outline (3) 
Flickers (3) 
Side-coaching (3) 
Toilettes (3) 
What’s NOT 
working? 
 
Inaccurate E5s (13) 
Director Skills (7) 
Coil (5) 
Clarity (4) 
SIRCO/VAT (3) 
Tempo (3) 
Mise-en-scene (3) 
Time Management 
(3) 
 
What’s NOT 
working? 
 
Objectives (5) 
LOPPA (3) 
Messy Moments (3) 
E5s from Flickers (2) 
Actors need to 
know text (2) 
Narrative Outline 
(2) 
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Analysis of the Findings 
In the ‘What’s Working’ category, directors and actors are distinguished by 
which directing component (that is, dramaturgical or performance) is 
dominant. By looking at the 5 top-scoring comments in the WXW 
questionnaire, the CSS findings are replicated: actors tend to focus on the 
performance components, while directors balance performance matters with 
dramaturgical ones.  
Directors see Etudes and the use of psycho-physical objectives as working. As 
one director points out, the “Subtext [Etude] discovery [was] very fruitful both 
in terms of understanding and flicker moments” (WXWdir01). Another 
director suggests ways to improve work with objectives, but still places it in the 
‘What’s Working’ category: “Need to ground psycho-physical objectives in the 
context/constraints of the play at this stage of the process” (WXWdir07).  
Actors place working with E5s17 well ahead of the other rehearsal elements. 
Technically speaking, E5s are a dramaturgical component; however, when 
actors refer to it, they are invariably relating it to their own performance: 
“Etude to solve problem T section worked really well” (WXWact22). However, 
it could be assumed that actors are also aware that the E5s are dramaturgical 
in nature: “Letting actors play with precise location of E5s was well-balanced 
with specific sculpting when needed” (WXWact24). 
Observers’ responses are also well balanced with regard to the components 
they thought were successful, rating both Etudes (performance) and 
SIRCO/VATs18 (dramaturgical) highly. What is unique about their responses to 
                                                          
 
17  E5s refer to the five-part dramaturgical Event division of narratives. (Until recently these divisions were referred to 
as ‘T5’ in my research: acknowledging a debt to Tovstonogov’s play divisions. However, the Event divisions are not 
identical to Tovstonogov’s and have now been re-titled as E5 to avoid confusion). 
18  SIRCO and VAT are acronyms used in the DE Model to summarise certain components of staging memorable 
moments. SIRCO= surprise, intensity, repetition, consequentiality and objects; VAT= visual, aural and technological 
production elements. 
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what was working well is their positive view of the director’s skills. Almost a 
third of the observers (28%) believe that the director contributed to the success 
of the rehearsals; one observer comments: “Warm-ups prepared actors well for 
roles. I thought ‘No Discussion’ after the coil was a nice way to strengthen 
actor’s personal connection with the figure” (WXWobs17). On the other hand, 
only 10% of the actor participants indicate that the director played a part in the 
success of the rehearsal. One exception to this is: “Good when director tells the 
room how long something is about to take” (WXWact10). 
Given the data above, it can be seen that there are certain skills that seem to ‘be 
working’ across all participant categories. The most valued are: Etudes (x28), 
E5/SIRCO/VAT (x28), discussion (x15), and the use of objectives (x9). These 
across-the-board values balance both dramaturgical and performance 
components.  
In the ‘What’s Not Working’ category, the observers allocate 60% of the 
responsibility to the directors, with 40 of their 67 responses related to directing 
skills (such as: ‘too much talk’, ‘lack of clarity’, ‘too director-centric’). Other 
negative observers’ comments include: “Seemed to take a long time to actually, 
practically working the scene” (WXWobs21); “Director was lowest energy in 
the room” (WXWobs23); “[The director] told them what to do before the event 
had happened- blocking creativity of actors?” (WXWobs24). 
For the directors, the focus on poor performance is relatively evenly spread 
over the DE Model, performance and structural components, and staging. They 
report issues in working with objectives. One director notes: “Problems 
recalling/recording objectives, got bogged down here” (WXWdir10). These 
problems present as being related more to procedure than to the performance 
component itself: “Objectives discussion needs to be tightened up, too much 
time lost here” (WXWdir13). Staging also emerges as an issue, with comments 
related to ‘messy staging’: “Still some messy moments remaining” 
(WXWdir10). 
Thirty-two percent of the actor-participants believe that the rehearsals were not 
working because of inaccuracies in the director’s work, especially those 
pertaining to creating E5 moments: “E5 moments interesting but probably 
needed more structure” (WXWact32); “Long time to create E5 moments, didn’t 
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really come from earlier flickers” (WXWact27); and “Exact position of T 
moments within the E5s was unclear” (WXWact24). These criticisms could also 
come under the rubric of ‘clarity’. 
Other issues under ‘Director Skills’ include the observation that “Building the 
scene had no lead in and led to a lot of confusion” (WXWact05). If the 
comments under ‘Inaccurate E5s’ and ‘Director Skills’ were added, they would 
constitute 63% of the responsibility for rehearsals not working, according to the 
actor participants. 
Conceptualising the Findings 
The overall findings from the WXW questionnaire support the findings from 
the CSS research; that is, the DE Model skills are working effectively, but the 
director’s delivery of these skills and management of the rehearsal room is not 
always effective. This conclusion has been reached by grouping the WXW 
comments from the above table into the Rehearsal Room Efficacy frame (as 
developed in the CSS study). As can be seen in the following table, participants 
attribute the success of rehearsals to the employment of the DE Model (53%). 
On the other hand, they attribute the lack of success of rehearsals to the director 
(47%).  
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Table 7 Rehearsal Success Attribution based on WXW Questionnaires 
 
Attributed as 
WORKING 
Attributed as NOT 
WORKING 
DE Model 53% 22% 
Director’s Skills 14% 47% 
Clarity 3% 14% 
Environment 3% 0% 
Efficiency 5% 1% 
Discussion 3% 1% 
Inspiration 18% 12% 
Total 99% 97% 
The following table suggests that the success of rehearsals is shared by both the 
Model (53%) and the director (46%). However, the lack of success in rehearsals 
is overwhelmingly attributed to the director (75%).  
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Table 8 Rehearsal Success Attribution Conflated 
 
Attributed as 
WORKING 
Attributed as NOT 
WORKING 
DE Model 53% 22% 
Director’s Skills 46% 75% 
The findings support the emerging interconnection between the model itself 
and the ability to direct the model. That is to say, a case can be made that a 
handbook cannot simply present a rehearsal model without taking into account 
the directorial skills required to deliver that model effectively. 
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SUGGESTION BOX (SBX) 
The purpose of the Suggestion Box (SBX) was to obtain direct 
recommendations from the participants as to how the model could be 
improved. The SBX form (see Appendix 3) was given to all participants at the 
beginning of each 4-hour session. Participants were asked to take notes on the 
SBX form during rehearsals; actors and directors filled in the forms after the 
sessions, and handed them in later; in other words, actors and directors 
reflected on how to make improvements after the rehearsal session. Not all 
participants completed the form, and 11 participants did not identify 
themselves and, therefore, fell into the category of ‘not identified’ (xid).  
The following 4 tables – one for each of the four directing model components – 
summarises all of the suggestions made, and indicates which type of 
participant made the suggestion. In addition, prevalent suggestions (those 
made by three or more participants) have been highlighted. Suggestions are 
clustered, and these clusters are re-titled to reflect their content. The 
suggestions are ranked in order of ‘most suggested’ to ‘least suggested’. 
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Table 9 Suggestion Box (SBX): All Suggestions and their Source 
Dramaturgy-related Suggestions  
Structural Components 
Xid 
n= 12 
Obs 
n=33 
Act 
n=23 
Dir 
n=12 
Events: Set up, discuss and explain more, and 
more interestingly 
3 2 0 1 
Use Narrative Outline more effectively 0 3 2 1 
Event Labeling: Edit, change, reduce event titles; 
actor participation in this process; use event titles 
effectively 
0 1 1 3 
Dramaturgy: Pin-point other dramaturgically 
important markers; e.g., specific lines of dialogue 
0 0 1 0 
Incorporate The Problem better 0 0 1 0 
Create a Pressing Issue for each figure, rather 
than for one Main Event 
1 0 0 0 
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Visuality-related Suggestions  
Structural Components 
Xid 
n= 12 
Obs 
n=33 
Act 
n=23 
Dir 
n=12 
Photos: Use photographs of E5s as a reminder and 
stimulus 
0 1 1 2 
Use E5 moments more effectively; base on 
flickers; improvise them 
0 0 2 2 
E5s: Refer to E5s as ‘key moments’, ‘climax’, 
‘crisis’ etc.; indicate their hierarchy of importance 
2 1 0 0 
Mention how VATs will be used in the 
production 
0 0 1 2 
Highlight E5s in Narrative Outline; create 
tableaux of them 
0 1 0 1 
Break important E5s into a further E5 1 0 1 0 
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Exploration-related Suggestions  
Performance Components 
Xid 
n= 12 
Obs 
n=33 
Act 
n=23 
Dir 
n=12 
Etudes: introduce sound to Silent Etudes, build on them, 
repeat Etudes, discussion, use props 
1 7 6 1 
Director needs to: be a part of activities, create fun, initiate 
discussion, be concise in instruction, foster collaboration 
0 4 4 0 
Leadership: refer as ‘status’, resistance to leadership, words 
in Etudes, patterns 
0 4 3 1 
Objectives: flexible, visualized, guess others, use in sculpt, 
records, alt to Stanislavski 
2 2 1 1 
Reads: start with loud read, different reads for diff 
techniques, read E5s only 
0 5 0 0 
Toilette: more work with objects, costume, time limit, in 
pairs 
0 1 2 2 
Warm ups: more of them, more appropriate, instead of first 
read 
2 1 1 0 
More side-coaching, side-coach objectives 1 1 1 0 
Spend more time preparing actors for the activity 1 2 0 0 
Strategies: actors prepare Strategies overnight, logical 
sequence, Strategies vs. resistance 
1 3 1 0 
Coil: variations, limit number, Coil pre-discussion of ME, 
longer duration 
0 1 3 0 
Creating the stage space: have it pre-built, create it, 0 3 0 0 
Etudes: order changed 0 2 1 0 
Introduce pauses and silent moments as important 0 2 0 0 
Magic If Etude: dangerous if not well prepared, useful 0 0 1 1 
Second Level: discuss more 0 1 0 0 
Disallow eye contact 0 1 0 0 
Allow actors to solve psychological problems, give more 
freedom 
1 1 0 0 
Improvisations: more structure 0 0 1 0 
The ‘stakes’ in a scene need to be mentioned 1 0 0 0 
Given Circumstances: important at verbal stage 0 1 0 0 
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Dynamics-related Suggestions 
Performance Components 
Xid 
n= 12 
Obs 
n=33 
Act 
n=23 
Dir 
n=12 
Director: more sensitive to dynamics, finish day 
stronger, lead and follow actors 
0 5 2 1 
Sculpting: affected by Strategies, flickers, shape first 
then detail 
1 1 1 1 
Discussions: balance floor and table discussions, 
what happens between events 
0 2 1 0 
Standardise and clarify Terminology: eg. ‘tempo’: 
introduce this earlier 
1 1 0 1 
Do LOPPA with side coaching, more LOPPAs 
0 0 2 0 
Vision Statement: based on E5, make clear from 
beginning 
0 1 1 0 
Text: work from text more, use reads more 
1 0 1 0 
Logical sequence: rehearsal plan,  
0 1 0 0 
Communicate safety guidelines 
0 1 0 0 
Improve time management 
0 0 1 0 
More silent runs of MEs 
0 0 0 1 
 
Analysis of the Findings 
The findings from the SBX research corroborate the CSS and WXW findings in 
that they point to a relative satisfaction with the dramaturgical components of 
the directing model, but find room for improvement in the performance 
component. This is reflected in the number of suggestions made in each 
domain. Participants list far more suggestions (those highlighted) in the 
performance domain (17) than in the structural domain (7). Additionally, all 
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the suggested improvements require the director’s implementation; no 
suggestions require a change in the model per se. 
The events-related feedback suggests two areas for improvement. Firstly, that 
events need to be more clearly set up, discussed and explained; and, secondly, 
that they need to be flexible when used. The focus on events is not surprising 
since every rehearsal session deals with one Main Event (ME) at a time. 
Furthermore, the detailed work on an event constantly reiterates the smaller or 
‘mini-events’19 contained within the ME. The following two participant quotes 
illustrate the nature of these suggestions: “The director should discuss and 
explain the labeling of events to the actors” (SBXxid11); “May be some way of 
trying to establish why the ME and MiEs are important, or why they have been 
specifically identified” (SBXdir01). 
The exercise of asking actors to re-tell the narrative of the play is called the 
‘Narrative Outline’. While this topic does not appear often in any one 
instrument, reference to this exercise is common across this research. Certainly, 
the response to the exercise is strong; the main criticism is that the exercise is 
grueling and takes energy out of the room. As the actors are required to do the 
exercise, it is no surprise that they contribute many useful suggestions. In fact, 
one actor participant suggests to “Maybe focus the Narrative Outline on the 
scene to be explored? Still feels like medicine” (SBXact20). Others are 
unequivocally in favour of the exercise: “I really like the story Narrative 
Outline” (SBXact21). 
Events are fundamental to the DE Model; so, however, is the creation of key 
dramaturgical moments (referred to here as ‘E5s’). Directors are asked to create 
at least five key moments for every ME, and to make these moments 
memorable by recourse to the techniques inspired by cognitive studies (known 
                                                          
 
19  In this earlier version of the DE Model, each Main Event was divided into a variable number of smaller events (called 
‘mini-events’).  This procedure has been abandoned in the current iteration of the handbook, where each Main Event 
is sub-divided into only five smaller events, known as the ‘E5’. 
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as ‘SIRCO’ and ‘FEEG’20), or to basic theatrical techniques such as lighting and 
sound (known here as ‘VAT’). The director participants suggest that taking still 
photographs of the E5 moments would be a good reminder to them and the 
actors of the importance of these key moments. These photographs could also 
act as stimuli: “Why not show the actors the photos before sculpting21 begins? 
– seems a good opportunity to get mental image in place?” (SBXdir06) Both 
directors and actors suggest making more effective use of E5 moments by 
utilising ‘flickers’ (images that momentarily appear in Etudes and are noted by 
the director): “Make sure that the E5 moments are at least based on Flicker 
moments” (SBXact14).  
The number of suggestions for improving the psycho-physical exploration 
domain is large when compared to the other components. Again, the actors and 
observers mainly suggest the improvements. As with the WXW questionnaire, 
reference to Etudes is the most popular (15); in fact, double the number of other 
suggestions. It is interesting to note that only one director includes Etudes in 
his/her suggestions for improvement, in comparison to six suggestions from 
actors, and seven from observers. Actors also suggest using Etudes for 
difficulties encountered in the rehearsal room: “Use of Etudes to solve problem 
areas and generate movement based on impulses” (SBXact10).  
The next most popular suggestion spotlights the director. Observers suggest 
that directors collaborate more with actors in the work being undertaken: 
“When sculpting, when you hit a wall ask the actors for help- keep them 
engaged, find the balance between leading and involving” (SBXobs17). The 
notion of resistance in the leadership Etudes is often mentioned. This refers to 
the other figures in the scene making sure that they resist the leading figure. 
There is also a suggestion to alter the terminology from ‘leadership’ to ‘status’: 
                                                          
 
20  ‘FEEG’ is an acronym standing for: faces, eyes, enclosed space, and gesture. 
21  ‘Sculpting’ was the term used previously for what is now termed ‘visualising’; that is, creating the physical life of a 
stage production. The practice is also well known as ‘blocking’ in theatre terminology. 
Project 1 
 70 
“’Status’ rather than leadership (semantics, perhaps, but make sure more active 
in terms of having to strive for or resist status)” (SBXact23).  
In the final component, designated as ‘Dynamics’, participants make the most 
suggestions about the ways in which directors could improve their work in the 
rehearsal room; and observers make most of these suggestions. It can be argued 
that the Exploration and Dynamics Domain is in the internal realm, and that 
this area is harder to objectify. One of the observers looks to the director for 
guidance in this area: “Sensitivity to dynamics comes from the director” 
(SBXobs03). Another actor suggests the use of side-coaching to help with 
dynamics: “Fix things as they happen with side-coaching (unless stuck) rather 
than try and fix lots of things after a run” (SBXobs22). 
Conceptualising the Findings 
It is possible to cluster the many participant suggestions in the above tables 
around five concepts: 
 1. Clarification 
 2. Effectiveness 
 3. Flexibility 
 4. Connectivity 
 5. Extension 
Clarification is simply making it clear what is being done, and for what purpose. 
Directors often forget that actors need to be reminded why they are doing 
something. This knowledge can focus actors’ attention and imagination. There 
is also a need to define certain key terms. The terms most often referred to are 
leadership (vs. resistance) and tempo.  
There is also an implication that skills and processes could be more effective. 
This can be resolved, according to the participants, by the director being 
generally more sensitive to the situation.  
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The notion that event titles can be changed as the rehearsals progress, and that 
the actors can have a say in their naming, is evidence of a call for greater 
flexibility in the directorial process. 
The notion of ‘connectivity’ – the desire to see and use information and 
experience to inform other work – is also evoked in the reported suggestions.  
For example, suggestions include the linking of flickers with E5s, the discussion 
of what has just transpired, and asking the actors to reflect on the day’s work 
and to bring in their suggested Strategies the next day.  
The greatest number of suggestions, however, clusters around the notion of 
extension; that is, taking the skills already found in the model and extending 
their reach, or using them in other ways. Take, for instance, the idea cited 
previously of using Etudes to solve problems in staging. Another group of 
suggestions concerns the further exploitation of the readings that take place 
between Etudes. Side-coaching is a particularly popular technique that the 
participants suggest be extended beyond the Etude phase. Finally, there is a 
suggestion that the order of Etudes be changed, and alternative sequencing 
used.  
In moving forward to discuss how the current model can be improved, these 
five notions are a helpful reminder of the conceptual targets of the proposed 
improvements. 
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STILL PHOTOGRAPHS OF E522 MOMENTS (FOT) 
On eight occasions when the directing participants were staging their scene, 
still photographs were taken of the E5 moments. These were then used as a 
springboard for discussion at the end of the session. Forty-five ‘Still 
Photographs of E5 Moments (FOT)’ forms were filled out by the participants at 
the end of these eight sessions. The participants were not identified as director, 
actor, or observer. Three hundred and four individual responses were drawn 
from the FOT forms, and were then clustered around a number of topics. 
The following five photographs are examples taken from one session where 
FOT forms were used. They were taken from a rehearsal of the play Private 
Lives by Noël Coward in NIDA rehearsal rooms. 
E1 (set up): Amanda tells Elyot she is not divorcing Victor 
 
                                                          
 
22 A reminder: ‘E5 moments’ are the five key moments in the structure of the play or scene. They are: the set-up, the 
instigating event, the crisis, the climax, and the resolution. 
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E2 (instigating event): Amanda ignores Elyot 
 
E3 (crisis): Amanda melts into Elyot’s arms 
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E4 (climax): Amanda leaves with Elyot 
 
E5 (resolution): Victor shakes Sibyl; Amanda & Elyot leave 
 
The following table displays the results of the clustering of the 304 responses. 
The first column labels the cluster topic, the second notes the percentage of 
comments attributed to this topic, the third enumerates the number of raw 
responses for that topic, and the last gives an example of a comment in that 
category. The specific source of the comment is also included; for example, 
‘FOT-28’ refers to the FOT form numbered ‘28’. 
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Table 10 E5 Photographs in Post-rehearsal Discussions: Comments 
Topic cluster % # 304 Example (and Source) 
Director’s Skill in Construction 
of E5s 
22% 66 
‘Effective straight lines, image perfect 
geometry’ (FOT-28) 
Imaginative Response 13% 39 
‘Drinking from cup [like] an offering’ 
(FOT—05) 
E5 Hierarchy 12% 37 
‘Does not seem to me like a resolution’ 
(FOT-40) 
SIRCO 9% 27 
‘Good use of object to get movement’ 
(FOT-22) 
Emotional Response 8% 25 
‘Innately sexual, dangerous’ 
(FOT-02) 
Physical Description 7% 22 
‘Turned away from each other, book as 
shield’ (FOT-19) 
Dynamics Response 7% 22 
‘Definitely felt some kind of tension’ 
(FOT-16) 
Intellectual Response 4% 11 
‘Really stands out as the one abstract 
thing’ (FOT-06) 
Identification of E5s 3% 08 
‘Where do you draw the event line?’ 
(FOT-15) 
FEEG 2% 06 
‘The detachment of eyes is very strong’ 
(FOT-11) 
Narrative Function 0.65% 02 
‘Physical pairing [of figures] to tell a 
story’ (FOT-23) 
Relation to Text 0.65% 02 
‘Didn’t match the text as well as it 
could’ (FOT-06) 
Neurological Response 0.65% 02 
‘Mirror neuron can make the audience 
follow the idea’ (FOT-01) 
Other 4% 12 
‘Might need sound to complement’ 
(FOT-25) 
Negative Comments 5% 15 
‘Not really working’ 
(FOT-19) 
Positive Comments 3% 08 
‘Good!’ 
(FOT-32) 
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Analysis of Findings 
At first glance, it would appear that the construction skills of the E5 moments 
are the most salient for participants. This would not be a surprising result, 
given that the directors and the DE Model places such a strong emphasis on 
the visual representation of dramaturgical key moments. Indeed, on closer 
scrutiny and by collating all the positive comments across all clusters, it does 
appear that the positive effects of the director-created E5 moments are the most 
significant finding.  
By adding together the comments that can be clustered around the notion of 
‘Effects on the Viewer’23, 32% of responses are highlighted. This result would 
seem to confirm one of the theories of the research: that striking visual imagery 
has a noticeable and memorable effect on the viewer.  
A similar conflation of two other cluster topics, ‘E5 Hierarchy’ and ‘Identifying 
E5s’, leads to a significance of 15% for the notion of identification and value of 
E5s. In summary, the three most prominent findings are that: 
 The use of E5s has a noticeable effect on the viewer 
 The staging of E5 moments requires directorial skill 
 Directors regard the identification of E5s as important 
  
                                                          
 
23 Imaginative, Emotional, Dynamic and Intellectual 
Project 1 
 77 
FOCUS GROUP DISCUSSION (FGD) 
During the course of the research, two types of FGD took place. In the first 
instance, two FGDs took place with the researcher and the student participants. 
The focus of these FGDs was to discuss and gauge the response of the 
participants to the Model as directors on the play Betrayal by Harold Pinter24 at 
approximately half way through their training. Each FGD lasted for about two 
hours.  
The other type of FGD involved the two professional actors who were employed 
for some of the final rehearsals on the play Private Lives by Noël Coward. The 
actors were recent graduates of NIDA, and both had had some experience with 
the DE Model with previous graduates of the directing course. The focus of 
these FGDs was to elicit the actors’ response to the DE Model and to the 
directors; and to ascertain what they thought constituted a good director. The 
professional actors remained in the room, answered the participants’ questions, 
and made their own comments. The following is a summary report on the 
FGDs. 
24 February 2012 (King St Studios, Perth25) 
Instead of an open-ended FGD, the participants suggested that the discussion 
focus on some key areas of the Model on which they wished to deliberate. 
Therefore, the choice of topics for discussion came from the participants 
themselves. There were four major topics raised: environment, morals, 
dramaturgy and the transition from Silent to Verbal Etudes. 
                                                          
 
24  Two very different types of play were deliberately selected to determine the efficacy of the model in different genres. 
Betrayal is a three-figure serious drama in the naturalist tradition, while Private Lives is a light comedy of manners with 
two sets of lovers. 
25  While NIDA is located in Sydney, the participants and researcher attended the Festival of Perth and continued their 
rehearsals while interstate. 
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The first topic for discussion was the creation of an inspirational environment. 
It was noted that a pre-designed set and costumes would limit a free 
exploration of the play text, and suggested that the design of the play could be 
left until after the script had been work-shopped (although there were logistical 
issues with this suggestion). It was proposed that the stage manager be in 
control of setting the rules for the rehearsal room, as the director should not be 
seen to foreground pragmatic considerations. It was recommended that the 
director needed to find a genuine way of expressing his/her passion and 
excitement for the project, without sounding insincere.  
The participants wanted to interrogate the idea that the director’s vision for a 
production could be expressed as a moral (In this instance, ‘moral’ refers to the 
moral lesson that a production might offer; for example, ‘don’t rock the boat’). 
There was some resistance to this idea. It was suggested that an alternative 
might be to ask ‘What is the question that the production is asking?’ Other 
terms such as ‘the aim of the production’ were also canvassed. The topic 
created much discussion. In fact, one of the student participants made it the 
topic of his Australasian Drama Studies Association (ADSA) conference paper 
that was delivered in July 2012 (Brisbane). 
The third topic was dramaturgy. The principal theme here was the use of the 
technique of The Problem. This technique is part of the DE Model that asks the 
director to discover the problem of a Main Event, and to remind the actors that 
this problem needs to be solved or addressed in the scene. Whether there was 
a Problem for each figure or just one main event problem was a question that 
arose. It was resolved that there should be one problem for each Main Event, 
since the audience was following the principle narrative line of the play. It was 
also noted that there were too many details for the director to remember and 
too much jargon. Thus, it was felt that the terminology could be made simpler. 
The last topic was how to move from Silent to Verbal Etudes more productively. 
Two questions emerged: Should Verbal Etudes be used at all since the Silent 
Etudes were so powerful? and Should the reading of the main event always be 
an ‘aloud-read’ so that the actors were more prepared for the Verbal Etudes? 
Finally, it was suggested that to be more effective, some of the Silent Etudes be 
replaced with ‘noise’ Etudes, where the actors could begin vocalising their 
intentions. 
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It is interesting to note that the participants chose to select topics that were 
balanced between the structural (such as dramaturgy and moral) and 
performance (such as environment and Etudes) components of rehearsals. This 
sense of balance is also reflected in the director’s comments for the CSS, WXW 
and SBX findings. 
1 March 2012 (NIDA, Sydney) 
This occasion was a free discussion of how things were progressing. Rather 
than focusing on general issues, the participants wished to discuss specific 
topics that were pertinent to their work. Terminology was raised again, and it 
was suggested that the terms ‘main objective’ and ‘mini-objective’ be used 
instead of ‘objective’ and ‘strategy’. Objectives were seen as ‘an influential 
performance-enhancing tool’ and it was suggested that directors work hard 
and take the time to get these correct during rehearsals. As in Perth, the 
question arose as to whether there was too much to remember to do at each 
session. For example, could the identification and discussion of E5s be left to 
the visualising stage? Visualising was a topic of interest, and some participants 
proposed that the scene be staged immediately after it had been explored.  
This FGD came at a stage when each of the participant directors had come to 
the end of their experience with all of the DE Model techniques. Visualising (or 
initial staging) was on their minds, as they had reached this phase of the Model 
training. 
15, 16, 21, 22, 27, 28 March 2012 (Professional Actors X and Y at FGD at NIDA, 
Sydney) 
Professional male Actor X participated in five rehearsals and five post-
rehearsal FGDs, and female Actor Y participated in one rehearsal and one post-
rehearsal FGD. The two actors did not perform together at any time. Both 
worked with participant actors (that is, directing students) on scenes from 
Private Lives. The FGD lasted approximately 20 minutes on each occasion. 
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The comments from Actor X and Actor Y have been clustered into the seven 
categories identified and formulated in the (previously discussed) research 
instruments CSS, WXW and SBX. 
Table 11 Professional Actors’ FGD Comments: Seven Categories 
DE Model = 21% 
Actor X does not like being placed in a set E5 configuration; wants to be 
flexible 
Actor X likes doing the E5 Etude 
Actor X thinks that the Narrative Outline appears to be a test 
Actor X does not need a physical component to the psycho-physical objective 
Actor X prefers to put on costumes when the scene is being sculpted/blocked 
Actor X likes the technique of vocalizing his object before each line 
Actor X finds the LOPPA technique useful 
Actor X likes the technique of using his Strategies to help sculpt the scene 
Interpersonal Skills = 34% 
Actor X wants to own his own choices; directors can lead him to this 
Actor X defines a good director as: passionate, creative, capable of being silly, 
friendly, open, honest and in charge 
Actor X does not mind the director giving him tempo numbers 
Actors likes being told blocking outline and then filling in the details 
Actor X happy to be told to increase/decrease his performance tempo 
Actor X can’t see his own performance; therefore, needs a director 
Actor X’s advice to directors: be open and flexible 
Actor X says he needs the director’s guidance on the success of his objectives 
Actor Y likes the director to be open, even if he/she says ‘I don’t know’ 
Actor Y says director needs everyone on the same page; there needs to be 
clarity 
Actor Y says trust comes when the director can read what they are doing 
Actor Y does not like directors who make her scared to do or try things 
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Clarity = 16% 
Actor X believes there needs to be clearer explanation of exercises 
Actor Y says director needs everyone on the same page; there needs to be 
clarity 
Actor Y says needs to be clarity in procedures 
Actor Y says needs to be clarity about what is being done and why 
Actor X notes that warm-ups need to relate to work being done 
Actor X does not see the clear path from Etudes to sculpting 
Environment = 3% 
Actor X suggests making rehearsal room fluid, clear, precise, controlled 
Efficiency = 8% 
Actor X  needs to know beforehand if an accent is required for rehearsals 
Actor X does not like the flow to be interrupted in rehearsals 
Actor Y wants to know the plan for the day; this gives her security 
Discussion = 3% 
Actor X wants specific feedback 
Inspiration = 18% 
Actor X wants to have fun and be silly; this promotes creativity 
Actor X believes objectives make the actor feel alive 
Actor X loves being able to play; feels free to create 
Actor X says that Magic If exercise expands his character work 
Actor X likes using secret objectives because they pique his imagination 
Actor Y likes the DE Model because it gives her creative power 
Actor Y likes the freedom to follow impulses 
 
Analysis of the Findings 
Although the sample size is small in both instances, it is useful to compare the 
results from both cohorts of subjects (directing students and professional 
actors) in the research. The participants’ (directing students) percentages are 
taken from the Rehearsal Room Efficacy Table. 
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Table 12 Topics of Interest:  
Comparison of Research Participants and Professional Actors 
 Participants Professional Actors 
DE Model 21% 21% 
Interpersonal Skills 18% 34% 
Clarity 16% 16% 
Environment 14% 3% 
Efficiency 11% 8% 
Discussion 11% 3% 
Inspiration 9% 18% 
It appears that both participants and professional actors comment on the DE 
Model about a fifth of the time. The professional actors appear to be more open 
about criticisms of the Model than the NIDA students are. The professional 
actors comment more reactively than the participants do, using such phrases 
as “I liked the techniques of using Strategies to help sculpt the scene” or “I did 
not like being placed in a set E5 configuration”. The professional actors were 
not my students (although I did know them) and, it can be assumed, did not 
feel compelled to be positive about the Model. Thus, the use of my own 
students might indicate some limitation in the current research, especially in 
the area of criticism of the Model. 
The most noticeable contrast is how both groups appropriate the number of 
comments to the director’s communication skills. It would appear that 
professional actors attribute much of the work in rehearsals to the director. The 
comments in the previous table (under ‘Interpersonal Skills’) illustrate an 
acceptance of the director’s authority in the theatre-making process.  
The other notable contrast is how the groups view Inspiration and the 
Environment. While the student cohort believed that the environment in the 
rehearsal room has merit, the professional actors have little to say about this. 
The only comment from a professional actor seems to indicate that he assumes 
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that a positive environment will pervade the room. However, the professional 
actors see more significance in the notion of inspiration. Their professional 
experience might point to previous dull and workman-like rehearsals. 
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REFLECTIVE PRACTITIONER’S LOGBOOK (RPL) 
Over the 124 hours of rehearsals under study in this research, I took notes in 
my RPL. This RPL records all my direct observations during the 31 x 4-hour 
sessions in which my student directors/participants were involved26. The focus 
of my notes on the logbook was two-fold: to give the directing students 
feedback on their work at the end of each session and to identify any beneficial 
ideas that might be used to improve the format and content of the DE Model. 
My own notes in the RPL reflect the pre-occupation of the participants, as 
indicated by the findings; that is, matters relating to the DE Model itself and 
concerns about its delivery by the student directors. Therefore, I have divided 
my notes from my RPL into two categories: (1) those dealing with the DE Model 
as a system of rehearsal; and (2) those that deal with the Communication Skills 
of the directors. The findings appear to indicate that two strategies might need 
to be employed in order to satisfy two very different areas of focus. 
The tables do not contain complete lists of all the notes that are in my RPL; 
rather, they reveal what I believe, upon reflection, to be the key areas of concern 
regarding the dual approach. The dates listed next to each topic are not 
exhaustive. They simply serve to specify one or more entries that locate the 
notes if further examination of the RPL is required. Taken together, these 
observations provide the data that is combined with the other findings in TFR 
to make the final improvements to the DE Model in the Handbook. 
  
                                                          
 
26  References to my RPL are guided by the date of the session. For example, ‘(6/2)’ refers to a logbook entry on 6 
February (All sessions were conducted in 2012). In this way, any reference can be traced back to the context of the 
session. 
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a) Data relating to Changes in the DE Model 
The following table displays the selected notes from my RPL that relate to 
topics that can be considered for the improvement of the Model.  
Table 13 The RPL: A List of Changes and Additions  
General  
Terminology (1/3) 
Warm-ups (7/2) 
Structural  
Narrative Outline (8/2), (10/2) 
Timeline (13/2) 
E5s (6/2), (8/2) 
Performance  
Magic If Etude (13/2) 
Notion of tension (6/2) 
LOPA (2/3), (10/4) 
Silent to Verbal Etudes (6/2), (21/3) 
Notating flickers (8/2) 
Leadership Etude (8/2) 
Objectives and Strategies (1/3) 
b) Data Relating to Improving Director Communication 
The following table illustrates the advice that I conveyed to the director in the 
discussions after each rehearsal session. It lists, in summary form, selected and 
salient notes from my RPL. The notes are paraphrased, simplified and clustered 
around topic areas. The topics are reduced again later (See ‘Improving the 
Model’) to provide the three most crucial effective communication topics for 
each of the seven key components of the rehearsal.  
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There are three sections to this list. The first box contains potential tips of a 
general nature that can be applied at any time. The second box lists tips 
pertinent to the structural domain (Events and Visuality components), and the 
final box lists tips appropriate for the performance domain (exploration and 
dynamic components).  
Table 14 Improving Director Communication: RPL Topics  
General Tips 
Note taking (6/2), (7/2), (12/3) 
Setting up activities (6/2) 
Director’s style and focus of presentation (6/2), (7/2), (9/2), (10/2) 
Listening to actors (6/2) 
Warm-ups (6/2) 
Explaining activities (6/2), (23/2) 
Running discussions (6/2), (10/2) 
Rules for the rehearsal room (6/2), (8/2) 
Giving feedback (6/2), (8/2), (23/2) 
Giving instructions (6/2), (7/2) 
Creating an environment (9/2), (14/3) 
Structural Tips 
Organising rehearsal order (7/2) 
Explaining structural techniques (9/2), (14/3), (16/3), (6/2),  
Events and their titles (8/2) 
Narrative Outline (9/2) 
Vision statement (17/2) 
Performance Tips 
Providing props (6/2) 
How to improve Etudes (6/2), (9/2), (10/2), (16/2), (21/3), (13/2) 
Working with flickers (6/2) 
Stimulating creativity (7/2), (9/2), (8/3) 
The Coil exercise (6/2) 
Working with objectives (6/2), (16/2), (7/2), (9/3) 
The notion of tempo and change (16/2), (20/2), (9/3) 
Explaining performance techniques (15/3), (22/3) 
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Improving the DE Model 
The overall findings point to the fact that while there is general satisfaction with 
the DE Model, the way it is delivered by the director needs improvement. 
Although there was general approval of the current DE Model itself, there were 
a number of specific criticisms and suggestions for the enhancement of the DE 
process. Having reflected on the participants’ comments, and scrutinised the 
notes from my Reflective Practitioner’s Logbook (RPL), I proposed: 
1. To make adjustments to the DE Model by including both new techniques, 
and extensions to the current techniques in the model  
 
2. To create a series of Communication Skills tips to educate the director on 
how his/her personal interaction could be developed (These tips cover the 
many perceived weaknesses identified in the research. In other words, the 
Communication Skills will serve as guidelines for training directors in how 
to approach and successfully run the rehearsal room. As an additional 
training resource, each skill also includes a role-play exercise that can be 
undertaken in a classroom setting. These role-play exercises provide an 
opportunity for the director to practise the suggested communication-
improvement techniques.)  
This two-pronged improvement plan sought to address the two related issues 
evidenced in the research which indicate that while many of the techniques in 
the DE Model are robust, the delivery of that model needs to be accomplished 
with a higher degree of effective communication from the director.  
Additionally, since there are quite a number of comments about the DE lexicon, 
I have added a Glossary to the Handbook which explains all the major 
expressions used in the directing methodology. 
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Improvement Plan for the DE Model 
Guided by the research findings, fourteen improvements were made to the 
initial version of the DE Model, and are now a part of the final Model presented 
in this research. Eight of these enhancements are new techniques, and five are 
extensions of techniques in the initial version. Of the fourteen additions, five 
are listen as ‘options’; that is, optional extras that might or might not be used, 
depending on the context. For example, ‘Creating a Timeline’ 27 might be used 
at the beginning of rehearsals in a play where the plot line is complicated. 
However, this activity could be omitted since the ‘Narrative Outline’ 28 exercise 
is now suggested for each Main Event. This reworking of the Narrative Outline 
is an example of what is termed an ‘Extension’ to the DE Model. 
The proposed improvements are summarised and listed in Table 15. The table 
divides the new ideas into four sections that correspond to the four components 
of the conceptual framework; namely, dramaturgy, visuality, exploration, and 
performance dynamics. The fifth area of improvement is the addition of a series 
of tips to improve the director’s interpersonal and Communication Skills and, 
in turn, director-actor interaction. The rationale for the choice of tips can be 
found in ‘Topics to be covered in the Tips Boxes’. 
 
 
  
                                                          
 
27  ‘Creating a Timeline’ is an exercise where the cast and director write out the significant events that take place in the 
plot on a sheet of paper in chronological order. These events also include incidents that are referred to in the text. 
28 The Narrative Outline exercise asks the performers to recount the plot line of the main event before they rehearse it. 
By doing this for each main event, the actors will eventually re-tell the story of the whole play.  
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Table 15 DE Model: Improvement Plan  
Where the improvement will be made Type 
Dramaturgy 
 Narrative Outline conducted for each Main 
Event  
 
Extension 
 
 Reprise of Narrative Outline at the end of ME 
rehearsals 
Extension  
 Option: creating a play timeline, instead of 
Narrative Outline  
New 
 Glossary of terms used in the DE Model  New 
Visuality 
 Use photographs of E5s as reminder and 
stimulus  
 
New 
 
 Make sure E5s are a part of Narrative Outlines Extension 
 Extend the performance of E5s during Etudes  Extension 
Psycho-physical 
 Sound and 1-sentence Etudes  
 
New 
 Underline that flickers must be written down Extension 
 Delay Strategies Etude until after a break New 
 Option: ‘Magic If’ Etude, with warnings  New 
 Option: Silly warm-ups  New 
Dynamics 
 Run a silent LOPA of main event after sculpting  
 
New 
 
 Option: Run a silent LOPA of whole play  New 
1. Dramaturgy 
The improvements are almost evenly divided among the four conceptual 
components of the DE Model. In the events category, I have taken the 
Suggestion Box proposal that the Narrative Outline be conducted for the Main 
Event only (previously it was to outline the whole play). This should overcome 
the issue of the exercise becoming a ‘test’, and its reduced scope makes it more 
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actor-friendly. Furthermore, the Narrative Outline is now replayed at the end 
of the Main Event rehearsals to solidify the work done. Should the director 
wish to contemplate a whole-play narrative exercise, a new Timeline activity is 
offered as an option. As proposed in the Suggestion Box, a Glossary of DE-
related terms has been added to the Handbook. 
2. Visuality 
Taking photographs of the E5 moments in a Main Event is an innovative way 
of re-enforcing the importance of these dramaturgical instances, and provides 
dialogical prompts for discussion. As part of the creation of the E5 moments, 
directors are asked to label them clearly during both the newly instigated 
Narrative Outlines, and during the Etude process. These techniques serve to 
underline the importance of the E5 moments.  
3. Exploration 
In this area, the focus is on the Etude process. As suggested in my RPL and in 
the SBX, the second Silent Etude in the process is now a ‘Sounds Etude’ where 
actors can evoke sounds or single sentences from their text during the 
improvisation. It is hoped that this will overcome the traditional difficulties in 
moving from Silent to Verbal Etudes. It was clear from my RPL that when there 
was a break (for example, over lunch or overnight) before the Strategies Etude, 
the actors were far more prepared and ready for this Etude. A break is now 
strongly encouraged at this point in rehearsals.  
Finally, with regard to improvisation, an option is offered to conduct Magic If 
Etudes. Feedback from participants suggests that these are very powerful; 
however, caveats need to be made as this kind of work can be confronting. 
Options for running ‘silly’ warm-ups are also offered. This idea came from one 
of the professional actors in the FGDs. The silly warm-ups serve to relax the 
actors and give them permission to act out any impulse that comes to them. 
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4. Performance Dynamics 
For the dynamics component, the use of the LOPA (Line of Physical Action) 
technique is extended. Once a Main Event and the whole play have been 
sculpted, the director asks the actors to silently run through the physical action 
(LOPA) of the event or play. This kind of exercise grounds the physical life of 
the presentation and, because it is silent, it allows for a greater amount of 
imagination to be added to the performance. 
5. Communication Skills Topics and Tips 
The rationale for the selection of the following 21 Communication Skills is 
based on the findings from the current research, the notes given to directors 
after rehearsals, and my own critical reflection. They represent a selected 
summary of skills that are devised to improve the effectiveness of directors 
using the DE Model. Further to this, the choice of topics also takes into account: 
i) An equal distribution of skills over the ‘7 Rehearsal Room Efficacies’29; and 
ii) How the topics embrace the Suggestion Box (SBX) improvement concepts. 
In this way, the Communication Skills not only cover prominent 
communication topics but also address the conceptual underpinnings of 
efficacy and improvement that the current research indicates.  
 
 
 
 
                                                          
 
29 For example, the communication skill ‘How to Introduce and Explain Exercises’ is allocated to the ‘DE Model’ section 
–  ‘DE Model’ being one of the 7 Rehearsal Room Efficacy variables. 
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Table 16 Topics for the 21 Tips Boxes 
Tips Allocated to Rehearsal Room Efficacy Variables SBX Improvement 
Concepts 
DE Model 
How to introduce and explain exercises            
How to relate Strategies to sculpting                
How to use terminology 
 
Clarification 
Interconnectivity 
Clarification 
Communication Skills 
How to deliver notes and give feedback to actors  
How to demonstrate that you are listening to actors  
Trying different ways of communicating with actors  
 
Effectiveness 
Effectiveness 
Flexibility 
Clarity 
How to insist on outcomes  
Setting up rules of engagement; for example, safety 
How to think logically and find patterns 
 
Effectiveness 
Clarification 
Connectivity 
Environment 
How to bring energy into the room  
How to use music and lighting in the rehearsal room 
How to make the physical space more creative 
 
Effectiveness 
Extension 
Effectiveness 
Efficiency 
How to take appropriate notes 
How to manage time more effectively 
How to run an efficient rehearsal room 
 
Connectivity 
Extension 
Effectiveness 
Discussion 
How to conduct discussions with actors 
How to elicit discussion 
How to discuss a scene’s importance 
 
Effectiveness 
Interconnectivity 
Interconnectivity 
Inspiration 
How to make Warm-ups relevant 
Methods of stimulating creativity 
How to vary rehearsals 
 
Clarification 
Extension 
Flexibility 
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FOLLOW UP WITH PARTICIPANTS (FUP) REGARDING 
FINDINGS  
On 10 August 2012, the first of three follow-up discussions was organised with 
the directing students/participants. These meetings took place approximately 
five months after the Action Research concluded in April of the same year. 
Since that time, each of the students had directed a short play using the DE 
Model with actors from Actors Centre Australia. Subsequently, there were a 
number of other brief rehearsal sessions for other projects, where the directors 
could either choose to use the DE Model, or begin to develop their own 
directorial approach. Most of the directors continued using a version of the DE 
Model, albeit with their own exercises and foci.  
At the August meetings, the participants were shown the tables included in 
The Findings Report (TFR), and were asked to comment on the results shown. 
The following is a summary of their remarks and observations. 
Comments on Table 2: Contact Summary Sheet (CSS) 
Participants were surprised at the way their perspectives differed according to 
the different roles that they played (that is, director, actor, or observer). They 
believed that they were observing the process primarily through the lens of 
‘director’, and were astonished that role differences appeared in the data. 
However, on reflection, they began to give instances of where their views were 
coloured by the role they played; for example, one participant commented that 
he was especially sensitive to the work of the director when he played the 
‘actor’ role. 
Participants also suggested that their written comments were often tied to the 
general discussions after each rehearsal, rather than to any spontaneous 
thought that came to them when filling out the forms.  
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Comments on Table 3: List of Topics in the Rehearsal Room Efficacy Frame 
On reflection, the participants were surprised that they had not mentioned the 
quality of the performances elicited in rehearsals. They assumed that this 
omission occurred because they were aware that the DE Model was the focus 
of the research, rather than the performance outcomes. When considering the 
Efficacy categories from the research, they agreed that skills and issues (such 
as clarity and interpersonal skills) were important for a director to be aware of.  
The participants suggested that role-playing scenarios that focused on the 
efficacy skills be included in the Handbook. This raised the question: What can 
you actually teach via a book? The participants believed that a handbook could 
only go so far in fully preparing a director for his/her work.  
Comments on Table 4: Rehearsal Room Efficacy 
The participants agreed that Interpersonal Skills were the critical variable in 
their work as directors. They did, however, believe that Inspiration as a 
variable belonged to the Interpersonal Skills category. In discussion, a few 
participants said that they felt that the DE Model was too rigid, and that there 
needed to be more options in the rehearsal process. 
Comments on Table 5: The WXW Questionnaire 
The participants noted that their comments were representative only of what 
they witnessed or experienced on each day of the rehearsals. Despite what they 
might have written in the WXW forms, their subsequent experience led them 
to believe that the DE Model worked well. While they believed that there were 
too many acronyms in the model, they said that the actors they had worked 
with later in the year had readily adopted the terminology.  
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Comments on Table 6: Rehearsal Success Attribution on WXW Questionnaire and 
Comments on Table 7: Rehearsal Success Attribution Conflated 
The participants thought that the results for Interpersonal Skills might be a little 
skewed because they did not get enough time to utilise their natural 
communication skills. This was the result of so much of the rehearsal time being 
taken up with trying to gain an understanding of the system. They also pointed 
out that the natural temperament of a director could affect the findings; that is, 
a mechanical non-inspirational director could still be an effective practitioner 
but not score well on certain measures. Again, they mentioned that the product 
of their work was not mentioned because the focus of the investigation was on 
process. They observed that it was easier to find fault with a rehearsal than to 
note what was working. 
Comments on Table 8: Suggestion Box (SBX)  
Since the research was relegated to the Rehearsal Room, it was noted that the 
technology component of VATs (visual, auditory and technology) was not 
assessed. They also commented that they became tired of filling out the forms 
at the end of a four-hour session, especially when they were in the ‘actor’ roles. 
Most significantly, the participants revealed that once they had written a note 
on a form, they were not likely to repeat it. This indicates that some comments 
that appear in the data might be under-represented.  
Comments on Table 9: Still Photographs of E5 Moments (FOT) 
The main criticism of this device was that the still photograph does not really 
capture the theatrical experience. Nonetheless, the participants acknowledged 
that the still photographs were a good device to jog their memories of the key 
moments. They suggested that the photographs be taken from an audience 
perspective from the centre of an imagined auditorium; that is, not as close-
ups, or over the shoulder of another actor. 
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Professional Actors’ Comments on Table 10: FGDs Allocated to Seven Categories 
The participants remembered that the comments made by the professional 
actors were in response to the opening gambit of: ‘What makes a good 
director?’ Thus, they surmised that the responses cannot be considered to be 
direct reactions to the rehearsals. They also noted that professional actors have 
a different value system to theirs as participant directors/actors. For example, 
some of the participants found it quite confronting performing the Magic If 
exercise (where the actor is asked to improvise a scenario as himself/herself and 
not the character), whereas the professional actors had no problem with this. 
Comments on Table 11: Comparison of Participants and Professional Actors 
The participants noted that the DE Model does not encourage long 
conversations around the table; this might account for the interest in Discussion 
as a topic for the participant directors. 
Comments on Table 12: A List of Changes and Additions Taken from PRL 
The participants suggested that there could be more flexibility in the 
sequencing of the rehearsal methodology; however, they did not suggest any 
particular re-working. 
Comments on Table 13: RPL Topics for Improving Director Communication 
The participants agreed that the topics covered were comprehensive; however, 
they thought that something should be added about time management. (A tip 
on Time-Management has now been added.) 
Comments on Table 14: Final Improvement Plan for the DE Model 
The participants wanted to know what the improvement plan could do to make 
their key moments bolder. They discussed whether a handbook could actually 
teach this. The consensus was that it was beyond the scope of a textbook. 
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Comments on Table 15: Topics for Communication Skills 
The participants thought that the Tips Boxes were an excellent idea. However, 
they preferred to have a list of no more than six tips for each topic box. They 
also noted that some of the tips were generic and that they should be replaced 
with tips specific to the topic only. Finally, they believed that the most useful 
positioning of the tips would be for them to be intermittently scattered 
throughout the Handbook, rather than clustered in the one place. 
Analysis of the Findings 
The comments made during the FUP meetings indicate that there were some 
limitations to the findings. It appears that certain participants responded to the 
data collection instruments based solely on the topics discussed at the end of 
each session, and did not include remarks that were ‘off-topic’. There seemed 
to be an implicit reluctance to repeat comments already made. The consequence 
of this would be that particular factors are inaccurately valued. 
The second cluster of comments that is of interest for future research is that the 
notion of ‘performance outcomes’ was not included in the research. That is, the 
focus was on the process of enacting the Model, rather than on the quality and 
creativity of the performances that emerged from executing the Model. 
The participants also noted that the strong trend towards the importance of 
directing skills emerged because they were ‘learning directors’ and did not 
have the resources to attend to their personal Communication Skills because 
they were so absorbed in the adept delivery of the model. While this is a valid 
point, the Handbook is meant precisely for the training of directors when they 
are also engaged in gaining methodological proficiency. The participants also 
noted that the flagging of critical issues in effective directing was very useful. 
It was noted that since the research took place solely in the rehearsal room, the 
research did not attend to the use of theatrical staging techniques such as 
lighting, sound effects and sets. It would be beneficial for future research to 
include the transition from the rehearsal room to the theatre stage to gauge the 
efficacy of technology in underlining key moments. 
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Finally, the participants were enthusiastic about the possible deployment of the 
Communication Skills. All their suggestions for improvement in this regard 
have been included (in Table 17), and are the subject of the next section. 
Changes to the Improvement Plan as a result of the FUP Meetings 
1. Communication Skills: Tips Boxes 
The Tips Boxes are presented in the way the participants suggested; that 
is, as a short list of specific guides pertinent to the topic covered. 
However, they will be relegated to the end of the Handbook for easy 
reference as a toolkit. 
2. Role-playing scenarios 
Each Tips Box will conclude with a suggested role-play exercise to 
practise the skills suggested.  
3. Time management 
One of the Tips Boxes will cover the topic of effective time management. 
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SUMMARY: THE FINDINGS REPORT (TFR) 
While participants mention the DE Model skills more than any other single 
concept in the rehearsal process, the majority of comments across all categories 
are concerned with how the director communicates these skills and how the 
director runs the rehearsal room. This focus on procedures can be traced to the 
fact that the directors are students and are learning to employ the DE Model 
effectively. Their focus on procedures might have influenced their natural 
abilities in the sphere of Communication Skills.  
The following is a summary of the major findings from each of the research 
instruments. 
Contact Summary Sheet (CSS) 
Observations regarding the DE Model and performance of the directors varied 
according to the role of the commentator. The clustering of comments resulted 
in the creation of the ‘Rehearsal Room Efficacy’ frame, which was then used to 
band Communication Skills. 
 
What’s Working/ Not working (WXW) 
Again, the role of the commentator defined the comments made. Nonetheless, 
the director in rehearsal became the critical variable. When procedures were 
deemed not to work, the fault was attributed to the director. When things were 
working, the attribution was made equally to the model and the director. 
 
Suggestion Box (SBX) 
The suggestions provided were grouped conceptually into seven sets, the most 
significant being ‘extension’. The notion that the DE procedures can be 
extended by the innovation of the director was verified by the findings in 
Project 2. 
 
Still Photographs of E5 Moments (FOT) 
The findings suggest that the effective visualisation of E5 moments is valued 
by the participants, and that the photographs taken of key moments in 
rehearsals can be useful as dialogical prompts. 
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Focus Group Discussions (FGD) 
Yet again, the role of the comment-maker was the critical variable for the 
comments made. Professional actors attributed the success of rehearsals 
primarily to the director. Participant actors in the role-plays also valued the 
director’s Communication Skills, while directors balanced the importance of 
the DE skills and Communication Skills. 
 
Follow-up with Participants (FUP) 
Participants identified some limitations of the study. In particular, they noted 
the need for more guidance in directing technical rehearsals in the theatre 
space, and the issue of eliciting quality performances from the actors. The 
participants questioned whether the Handbook was single-handedly able to 
communicate all the skills and procedures. This question resulted in the 
creation of the research framework for Project 2. 
With these findings in mind, a two-pronged approach was taken to improving 
the Model in the Handbook. All the ideas for these enhancements came from 
the data collected in this study. Firstly, improvements were made to the model 
itself. Secondly, a series of communication Tips Boxes were written into the 
Handbook and serve to give the directors pointers on identified areas of 
concern in their Communication Skills, and the way in which these skills relate 
to the DE Model. 
 
ANSWERING THE RESEARCH QUESTIONS 
The findings indicate that Directing Experience is an effective and practical 
model that combines Stanislavski’s Active Analysis and contemporary theories 
of visual cognition. 
The components of Active Analysis and relevant scientific findings have been 
logically systematised into the DE Model. This rehearsal system is 
subsequently presented in a linear instructional manual that explains and 
incorporates scientific findings within the adapted Active Analysis process.  
Project 1 
 101 
The effectiveness of the model was tested across seven data collecting 
instruments. Improvements to the system were further tested in the next 
iteration of the Handbook (Project 2). 
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PROJECT 2: THE EFFICACY OF THE 
HANDBOOK 
 
For many thousands of years, those who have filled roles as mentors and teachers have sought 
varying ways to improve their effectiveness in facilitating the learning process. 
(Twitchell 1994, 3) 
 
 
 
 
 
Proof by David Auburn (Directed by Derek Walker, Actors Centre and NIDA, 2012) 
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What can educators do to facilitate the transformation of a poorly performing novice 
into an effective, proficient expert? (Sweller 1999, 2) 
From 2011 until 2014, I have been dealing with Sweller’s question (above) as 
part of my doctoral research at my site at NIDA (Sydney, Australia).  
Project 2 focused on the efficacy of the Directing Experience (DE) Handbook to 
ascertain: (a) whether the Handbook alone can teach the DE Model to novice 
directors, and (b) what the long-term benefits have been for graduate directors 
who have read the Handbook and undergone practical DE training at NIDA. 
In both cases, the usefulness of the manual was tested by assessing: (a) graduate 
directors’ directorial skills competency, and (b) their evaluations of the worth 
of the DE Model. The findings from this comparative study regarding 
competencies and evaluation were used to make further improvements to the DE 
Handbook, and to address the main research question of whether the 
Handbook can stand alone as an instruction manual.  
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RESEARCH FRAMEWORK 
The following figure illustrates the research framework for Project 2. 
 
Novices Data was collected by asking soon-to-be NIDA student directors 
(Novices) to read the DE Handbook and then direct a scene using the 
information in the DE Handbook alone, without any training. Additionally, 
Novices were asked to evaluate both their own performance and the 
Handbook. Six data collecting instruments were created to assess skills 
competency and evaluation.  
Graduates Alumni of the DE training course at NIDA (Graduates), who had also 
read a previous version of the Handbook, were interviewed. Their responses 
Novices 
Handbook 
Competency 
Evaluation 
Graduates 
Handbook & 
Training 
Competency 
Evaluation 
Improvements to the Handbook 
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were used to answer the research questions dealing with the DE procedures 
that they continue to use, and to evaluate the Model itself. 
Data Collection Together, the instruments were diagnostic, formative and 
summative; for example: diagnostic analysis of in-coming Novices in terms of 
their previous experience with DE techniques; formative assessments of how 
the Novice directors dealt with a simulated rehearsal situation; and summative 
evaluations of the Novices’ experience using the Handbook. The single data 
collection instrument for Graduate data provided summative findings for 
competency-based assessments and evaluations of ‘real-life’ experiences (as 
opposed to simulated experiences).  
Data Analysis In terms of data analysis, the efficacy of the instructional design 
system was appraised by analysing the data through the lens of (a) 
competency-based assessments, and (b) evaluation methodologies.  
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CONCEPTUAL FRAMEWORK 
Assessment is conducted to judge an individual’s performance whereas evaluation is 
used to judge the worth of the program or short course. (Tovey and Lawlor 2008, 141)  
The conceptual framework for the investigation was driven by the Action 
Research aim of making improvements to an existing way of operating. Given 
the cyclical nature of Action Research, the investigation began and ended with 
the Handbook.  
 
 
In order to contextualise the research, the Theoretical Background section of 
Project 2 gives an overview of the key notions in training pedagogy, with 
particular reference to the Australian context. The green boxes in the previous 
Directing 
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illustration display the types of data collected in this study. The Findings 
section summarises the results from the many instruments and analyses. To 
conclude, a list of the improvements that have been made to the current DE 
Handbook are outlined. In the spirit of Action Research, the display suggests 
that the whole process will be repeated in future studies or practice. 
The current theory and practice in contemporary educational training is also 
surveyed; and, in particular, instructional training design.  
 
THEORETICAL BACKGROUND 
THE COGNITIVE PERSPECTIVE IN LEARNING AND THE DE HANDBOOK 
[The cognitive perspective identifies] the use of insight in learning, and the deliberate 
organization of information in sequential and logical order through specific, linked 
information within memory…the learner actively builds knowledge as bricks build a 
house, brick by brick, to achieve a complete whole…The role of experience, the 
development of meaning and insight and the use of problem solving in learning are key 
components in the cognitive perspective. (Tovey and Lawlor 2008, 67)  
The instructional systems design30 for the DE Handbook follows the principles 
of the Cognitive Perspective. This is demonstrated by the Handbook presenting 
the directing procedures in a sequenced step-by-step manner. This is explicitly 
manifest in the Handbook’s colour-coded rehearsal phases layout. The training 
at NIDA requires the student to enact the rehearsal process in simulated 
conditions, where problem solving naturally occurs. Most importantly: 
                                                          
 
30 “Instructional design (also called Instructional Systems Design, or ISD) is a process used to create educational or 
training "experiences" - programs or activities that result in some type of learning” (LD 2011). 
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Sequencing is the art of developing a logical plan for instructional activities that will 
help your students effectively master a body of knowledge or discipline in an organized 
way. (Orlich et al. 2010, 134)   
The training at NIDA privileges experience “for it is through experiencing their 
environment that people make sense of it“ (Tovey and Lawlor 2008, 67). 
Australian researchers Tovey and Lawlor (2008) maintain that the knowledge 
gained from this experience can be divided into three types: Conceptual 
Knowledge, Procedural Knowledge and Dispositional Knowledge. The 
following table summarises and compares how the DE Handbook and DE 
training addresses these three knowledge divisions. 
Table 1 Three Types of Knowledge Applied to the DE Model (adapted from 
Tovey and Lawlor 2008, 70) 
 
Knowledge Type Examples from the DE Model 
Conceptual Concepts: Exploration in creativity, visuality, and 
memorability 
Facts: Timelines, dramaturgical structures 
Assertions: Artistic excellence comes from the exploration 
and collaboration with performers 
Information: Discoveries in the cognitive sciences aid in 
creating memorable moments on stage 
Goal: To structure an audience’s experience in order to 
illuminate a director’s vision 
Procedural Rules: Safety rules, rehearsal room rules 
Sequences: Six stages of rehearsal, and stages within these 
Techniques: Improvisation, discussion, staging 
Skills: Inter-personal communication, time-management 
Procedures: such as ‘Event Stimulus’ procedures 
Dispositional Communication Skills Tips Boxes covering such areas as: 
Inquisitiveness, Clarity of thought, Efficiency, Inspiring 
others 
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Effective Learning 
In 2010, the OECD published Schneider and Stern’s The Nature of Learning: 
Using research to inspire practice. Chapter Three of that publication focuses on 
the Cognitive Perspective in learning, and suggests that there are ten 
mechanisms at play in structuring effective learning. In this section, a selection 
of Schneider and Stern’s ‘Cornerstone Findings’ are related to the instructional 
design of the DE Handbook. 
Schneider and Stern claim that “Prior knowledge in a domain is usually an 
even better predictor of future competence in that domain than intelligence” 
(Schneider and Stern 2010, 4). This view is supported by other independent 
studies: “Learners with significant organized prior knowledge related to lesson 
content demonstrate better strategic behavior” (Hannafin and Hooper 1994, 
194). It is with this in mind that, in this study, a diagnostic assessment of 
students’ prior DE-related knowledge was made before they entered the NIDA 
course. 
The integration of knowledge structures in learning is enhanced by linking 
pieces of knowledge; for example, the improved DE Handbook now uses 
diagrams, colour codes and charts to illustrate linkages and concepts. The 
Handbook also proposes six chronological phases for the rehearsal process, 
each of which is then sub-divided into three specific procedures, thereby 
facilitating task decomposition. This is because, as Sweller notes: “Instruction 
should be designed to minimise any unnecessary burdens on working memory 
and maximize the opportunity for the acquisition and development of 
automated schemas” (Sweller 1999, 37). In the same spirit, and wherever 
possible, the Handbook also attempts to “keep learning materials as simple as 
possible” (Schneider and Stern 2010, 10) in order to facilitate effective learning. 
The development of a teaching handbook is, as Merrill indicates below, 
constant: 
Instructional design is, in the view of many, merely a set of systematic procedures for 
the development of instructional materials…I realized that theory building is our puny 
attempt to understand our world by inventing artificial systems and trying them out 
against the world. (Merrill 1994, vii-ix)  
Project 2 
 110 
The pedagogical emphasis at NIDA on repeated simulated experience of the 
DE Model can be considered as helping “students to solve routine problems 
efficiently and with minimal cognitive resources” (Schneider and Stern 2010, 
6). These role-played enactments are meaningful because they replicate real-
life directing scenarios. This is important because “Meaningfully learned 
knowledge is more retrievable, durable, and generalizable than knowledge that 
is not meaningful” (Hannafin and Hooper 1994, 196). These ‘say and do’ 
reenactments require students to act out and verbalise procedures; this 
requirement has learning benefits31. Thus, the NIDA training program is what 
Schneider and Stern, Harrafin and Hooper, and Tovey and Lawlor would 
regard as making use of real-life situations; this, in turn, helps in the transfer of 
knowledge. Consequently, the benefits of such practical and supervised 
experience are not available to the lone reader of the Handbook who does not 
undertake training. 
Supplementing the propositions of the researchers mentioned above, 
Graduates in this study report that they have transferred the knowledge gained 
at NIDA and begun to innovate the DE Model. This finding supports Cohen’s 
contention that “most innovations result from borrowing rather than 
invention” (Cohen and Levinthal 1990, 128). In other words, a successful 
learning program can lead not just to competency in repeatable skills, but also 
to innovation in the field. Future research projects, which explore innovative 
developments in, and applications of the DE Model will be useful. 
 
 
                                                          
 
31  “Sight and sound play a vital role in learning. So much so that about 85% of learning develops through sight, and 
only 10% through hearing...We remember 10% of what we read, 20% of what we hear, 30% of what we see, 50% of 
what we see and hear, 80% of what we say and 90% of what we say and do” (Tovey and Lawlor 2008, 82). 
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THE VOCATIONAL TRAINING CONTEXT AND NIDA 
By the mid-1980s, the response to pressing economic challenges, training became a 
major policy initiative for governments across the western world. Against a 
background of a changing economy and workplace, and the emerging global 
marketplace fuelled by advancements in technology, the established skill sets, 
knowledge and attitudes held by individuals from the shop floor to the boardroom 
became obsolete. (Tovey and Lawlor 2008, 3)  
As NIDA is a higher education institution and grants degrees, there is an 
implicit drive to de-emphasise the skills training component of its courses in 
order to appease accreditation bodies, which are keen to distinguish purely 
skills-based Vocational Educational Training from the more academically 
inclined university system (which is administered by TEQSA32). Hence, the 
skills/scholarship divide in post-graduate training is problematic. However, 
despite an emphasis on academic standards, TEQSA also admits to the 
importance of training at tertiary academic institutions. 
TEQSA’s work will contribute to building a national higher education system that 
meets Australia’s future needs for an educated and skilled population, and maintain 
Australia’s international reputation for providing quality higher education and 
training services. (TEQSA 2013)  
In the case of the TEQSA-accredited post-graduate directing course at NIDA, 
the scholastic study and the practical experience of a student is, in fact, industry 
training for emerging directors. This training is “concerned with the 
development of knowledge and skills to be used immediately, or in the very 
near future, and deals with developing people who already have, or are just 
about to enter, a job” (Tovey and Lawlor 2008, 25). 
 
                                                          
 
32  Australia’s national higher education Tertiary Education Quality and Standards Agency 
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COMPETENCY-BASED TRAINING AND ASSESSMENT 
At an educational training institution, the assessment of skills necessitates 
making judgments about competency, which: 
refers to what people can do rather than what they know. This implies that competency 
is an outcome with clearly defined standards, and is a measure of what an individual 
can actually demonstrate. (Kutz and Scialli 2008, 16)  
The following table of the Characteristics of Competency-based Training has 
been adapted from Training in Australia (Tovey and Lawlor 2008, 42-44).  The 
table compares which characteristics of competency-based training are found 
in the skills training at NIDA with reading only the Handbook. 
Table 2 Characteristics of Competency-based Training: Two DE Model 
Delivery Methods 
Characteristic 
(Tovey and Lawlor) 
DE training at NIDA 
(Coursework) 
DE Handbook alone 
Focus on specific, useable 
skills   
Recognition of prior 
learning   
Multiple entry and exit 
points   
Modular training   
Criterion-referenced 
assessment   
Personalised   
Immediate application   
Flexible delivery   
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The overall results in the table above would indicate that both approaches to 
learning satisfy most of the requirements for effective competency training. 
Nonetheless, some characteristics are not evident in either the training or the 
Handbook. For example, the limitations of the coursework could be 
summarised under the rubric of ‘flexibility’ (as indicated by Tovey and 
Lawlor’s characteristics: prior learning, entry and exit points, and 
personalisation). NIDA training can be seen as ignoring the reality of 
individual differences, because the course is delivered in a prescribed manner, 
regardless of prior learning. On the other hand, the Handbook reader can dip 
in and out of the written content to find material that is salient to developing 
his/her personal directing ability. 
Regardless of which approach is taken, the effectiveness of skills-based training 
needs to be assessed to determine whether learning has taken place. A State 
Government of Victoria (SGV) web document on competency-based 
assessment, for example, makes it clear that some Australian government 
bodies agree that judgments can be made on competency: 
Assessment is the process of collecting evidence and making judgments on whether 
competency has been achieved. The purpose of assessment is to confirm that an 
individual can perform the standard expected in the workplace. (SGV 2013)  
Alison Wolf agrees: “Assessors, students and interested third parties can all 
make reasonably objective judgments with respect to student achievement or 
non-achievement of these outcomes” (Wolf 1995, 1). Consequently, this study 
takes the opportunity to compare Novice directors who have only read the 
Handbook, with Graduate directors who have undergone training at NIDA, to 
generate findings regarding competency to determine the relative efficacy of 
Handbook-only training and traditional training. 
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EVALUATION: ADAPTATION OF THE DONALD 
KIRKPATRICK AND DON CLARK MODELS 
At the most fundamental level, evaluation includes all efforts to place value on events, 
things, processes or people. Data are collected and converted into information for 
measuring the effects of the program. The results help in decision making, program 
improvement, and in determining the quality of a program. (Ford 2011, 29) 
Assessing competencies is only one side of the appraisal coin. The value of a 
set of skills to the participants themselves must also be taken into 
consideration. Donald Kirkpatrick’s approach to evaluation in training 
programs is perhaps the most well-known. The third edition of his seminal text 
– Evaluating Training Programs: The four levels (Kirkpatrick and Kirkpatrick 
2005) – has, however, come under some scrutiny. Don Clark’s critique of 
Kirkpatrick’s work on his website (Clark 2013) proposes a slight variation to 
the Kirkpatrick model. In his adaptation, Clark retains Kirkpatrick’s four steps; 
however, he inverts the order and renames two of the steps to propose the 
following evaluation model: 
1. Results: Is the desired impact being felt? 
2. Performance: Did students transfer their skills to the workplace? 
3. Learning: Did students learn the needed skills? 
4. Motivation: Are students motivated to learn and perform? 
In this study, I have taken Clark’s variation, named it ‘The Kirkpatrick/Clark 
Model’, and used it as the basis for evaluating the DE Model.   
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RESEARCH METHODOLOGY 
The fundamental purpose of a design science of instruction is improving the quality of 
instruction, and this can be done through two basic activities: instructional 
development and instructional evaluation. Both of these activities can be 
conceptualized as having three major phases: (1) design… (2) production… and (3) 
validation. (Reigeluth,Bunderson and Merrill 1994, 6) 
 
 
 
 
 
Rehearsal (The National Theatre Drama School, Melbourne, 2012) 
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RESEARCH QUESTIONS 
An evaluator might want to know what changes a particular program or treatment 
brought about in its target population. (Miles and Huberman 1994, 137)  
 
Project 2 seeks to answer the following major research questions: 
1. How competently do readers of the Handbook replicate the DE 
Model? 
2. Which learnt procedures of the DE Model do Graduates maintain in 
their post-training practice? 
3. Which DE procedures are problematic? 
4. How can evaluations of the DE Model (by the Graduates of the NIDA 
course and Novices who read the Handbook) be used to make 
improvements to the course Handbook?  
 
In order to answer these questions, a number of data collection instruments and 
findings tables were engaged. The conceptual framework for Project 2 is 
outlined below, and includes reference to Project 1. 
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CONCEPTUAL FRAMEWORK OF THE RESEARCH 
Table 3 Projects 1 and 2: Research Focus, Methodology and Participants 
Research Focus Research Methodology Participants 
Developing the DE Model 
(Project 1) 
Formative data 
Collaborative Action 
Research 
2012 NIDA students  
Efficacy of DE training 
(Project 2) 
Summative Data  
Competency-based 
Assessment 
Graduating students (2012) 
and Graduates (2011) 
Efficacy of Handbook alone 
(Project 2) 
Diagnostic data  
Evaluation 
In-coming students (2013) 
Other improvements to the 
DE Model (Project 2) 
Critical Reflection Researcher 
 
RESEARCH DESIGN 
The research design is based on assessing two cohorts of participants: 
Graduates and Novices. Graduates were administered one instrument, which 
generated data pertaining to both skill competencies and the DE Model with 
which they had been trained. Novices were the prime focus of Project 2 and 
were administered six instruments, which generated data pertaining to their 
competency (and the Handbook’s efficacy) across the main DE skills, and their 
evaluations of the Handbook.  
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Table 4 Conceptual Framework: Data Collection Instruments and Analysis 
Tables 
 
The investigation was designed to answer the research questions by assessing: 
(1) the Novices’ prior learning and exposure to DE-type procedures, (2) the 
Novices’ competency after exposure to the Handbook (3) the Graduates’ 
evaluation after reading the Handbook and completing the NIDA course, and 
(4) a comparison of the Novice and Graduate data. The data was framed by 
reference to, and a comparison of, competency-based assessments and 
evaluations of the DE Method.  
•Isolating Program Effects (checklist)
•DE Procedural Competency (observation)
•Communication Skills
•DE Procedures Used (checklist)
•DE Procedures Used (interview)
Competency
•Handbook Evaluation (questionnaire)
•Kirkpatrick/Clark Model (focus group 
interview)
•DE Procedure Used (interview)
•Evaluation of Handbook/Method
Evaluation
•DE Procedure Used
•Kirkpatrick/Clark Model
•Thematic Analysis
Cross-case analysis
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Competency-based assessment involved testing how well the Novices were 
able to reproduce the DE Model in simulated rehearsals, and assessing how 
much of the DE Model was retained by the Graduates in their directing practice 
after graduation. Evaluation involved an analysis of both Novice and Graduate 
responses to the Handbook and DE Model through reported appraisals in 
various data collecting instruments. Cross-case Analysis involved the 
comparison and analysis of extrapolated single-case data from both cohorts to 
facilitate broader-spectrum conclusions. 
The findings from this research were used to make improvements to the 
Handbook. 
Participant Sample: Novices (n = 4) 
In 2013, four of the six in-coming NIDA directing students (referred to here as 
‘Novices’) agreed to participate in this research. Two were not included 
because of their distance from the sites of the investigation, Sydney and 
Brisbane. The four selected participants were given a copy of version two of the 
DE Handbook to read in early December 2012, and were asked to participate 
in the simulated rehearsal session at the beginning of January 2013. They were 
given no training in the DE Model33. All had at least some prior directing 
experience, and their undergraduate degrees were in drama-related 
disciplines. One had a Master’s degree and another was a PhD candidate. Their 
cultural heritage included Irish, Greek, and Polish, and their ages ranged from 
the early 20s to the early 30s. There were three males and one female. 
 
                                                          
 
33  One student, however, had attended a 3-hour workshop that I conducted at the Festival of Australian Student 
Theatre in September 2012; this workshop covered some of the exercises contained in the handbook. 
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Participant Sample: Graduates (n = 10) 
Ten graduating and graduated directing students from NIDA also volunteered 
to participate in the study. Six students were graduating, and their interviews 
focused on their graduation production at NIDA in December 2012. Four had 
graduated the previous year, and their interviews focused on their most recent 
theatre production. When considered together, these two participant samples 
– of seven males and three females – are referred to as ‘Graduates’. The 
Graduate productions ranged across a number of genres that included classical 
drama, contemporary drama, musical comedy, satire and fairy tale. These were 
presented in various theatre venues in Sydney and Melbourne during 2012. 
Graduate Productions 
Caligula by Albert Camus 
The Witches by Roald Dahl 
Play House by Martin Crimp 
Faust (Part 1) by Wolfgang von Goethe 
The Company of Wolves by Angela Carter 
I Love You, You’re Perfect, Now Change by DiPietro/ 
Roberts 
The Hiding Place by Kendall Feaver 
After the End by Dennis Kelly 
Third Reich Mommie by Christopher Bryant 
The Venetian Twins by Nick Enright and Terence Clarke 
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RESEARCH INSTRUMENTS, DATA 
COLLECTION AND DATA ANALYSIS 
 
 
 
 
 
 
 
No Such Cold Thing by Naomi Wallace (Directed by Pierce Wilcox, NIDA/ACA 2012) 
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ISOLATING PROGRAM EFFECTS 
Procedure Participants were given a photocopy of the page from the DE 
Handbook that displays the phases of the rehearsal process and itemises the 
principal procedures used for each phase (See Appendix 5). On the day of their 
simulated rehearsal for this study, they were asked to circle the techniques that 
they had used prior to reading the DE Handbook.  
Aim The purpose of the instrument was to calculate how many of the 
procedures contained in the DE Model the directors had previously used, and 
to assess whether this had an impact on their competency and evaluation 
results. 
Benefit This task was undertaken to counteract any over-attribution to the 
efficacy of the DE Handbook, as some procedures might have already been in 
the directors’ skill repertoires. 
Limitation Respondents might have tried to emphasise their prior directing 
knowledge by over-reporting the use of prior skills. Since the instrument was 
a checklist, it was difficult to assess whether this was so. The checklist 
instrument pre-supposes that the director’s complete understanding of each 
procedure has been gained solely from a reading of the Handbook. 
Data Analysis 
The following table simply notes the percentage of Novices who reported the 
use of each of the 30 DE procedures in their directing, prior to the simulated 
exercise. (Note, that the titles of some of the phases were slightly different in 
version two of the Handbook). 
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Table 5 Isolating Program Effects DE Procedures Used 
Phases  Procedures 
1 
Dramaturgical 
Preparation 
 
Private 
Reads 
100% 
Dramaturgy 
Checklist 
25% 
Events 
& E5 
50% 
Research 
 
100% 
Casting & 
Script 
100% 
        
2 
Day One 
& Daily 
 
Environ- 
ment 
100% 
Comm-
union 
50% 
Rehearsal 
Preparation 
75% 
Narrative 
Outline 
25% 
Toilettes 
 
0% 
        
3 
Psycho-
physical 
Exploration 
 
Sub-text 
Etudes 
0% 
Leadership 
Etudes 
0% 
Objectives 
Etudes 
0% 
Strategies 
Etudes 
0% 
Improv. 
 
75% 
        
4 
Making 
Decisions 
 
Vision 
Statement 
50% 
Thru-line 
 
0% 
Super- 
Objectives 
100% 
Read & 
discuss play 
100% 
 
        
5 Visuality   
Visualise 
each ME 
25% 
LOPPA 
 
0% 
Running 
MEs 
25% 
SICRO 
Second 
Level 
0% 
 
        
6 
Performance 
Dynamics 
 
Tempo & 
Tension 
50% 
Proxemics 
 
100% 
Visuality 
Check 
25% 
Runs & 
Outcomes 
100% 
 
        
7 
Directing 
Experience 
 
Lighting & 
Sound 
100% 
Runs in 
Theatre 
100% 
Vision 
Statement 
50% 
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The reliability of the data can be questioned in the domain of definitional 
equivalence. For example, 100% of the Novices ticked the box ‘Casting and 
Script’ as a prior skill. It is unlikely, however, that they had previously gone 
through the many specific stages of auditioning that are listed in the Handbook 
and annotated their scripts in the way suggested by the DE Model. 
Consequently, it can be assumed that a reported prior exposure to a specific 
skill should simply be seen as a general exposure or use of that particular 
technique.  
Given this limitation of the data-collecting instrument, it is expedient to focus 
on the procedures that scored 0%. These scores are far more reliable, since the 
respondents have claimed a total unfamiliarity with a particular area. The data 
reveals that no Novices had used the following procedures. 
Toilettes 
Sub-text Etudes 
Leadership Etudes 
Objective Etudes 
Strategies Etudes 
Thru-lines 
LOPPA 
SIRCO and Second Level 
These responses could be considered as highly reliable since they are mostly 
unique to Active Analysis and the DE Model. All of these skills lie within the 
Exploration Phase of rehearsals. Serendipitously, it was this particular 
rehearsal phase that was investigated in the simulated rehearsals that formed 
the data collection parameters for this research.  
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Implications of the Findings 
The principal surprise from the data is that 33% of the procedures that 
constitute the DE Model had previously been used by all the Novices. 
However, the extent and quality of this exposure is questioned. Another 40% 
of the procedures were used by at least some of the Novices. Thus, 73% of skills 
had been previously encountered. Even so, this means that one third of the 
procedures were completely new to the Novices, and this statistic is considered 
to be highly reliable. It was also noted that these unfamiliar skills mainly cluster 
in the Exploration Phase of rehearsals, a stage that is peculiar to Active Analysis 
and the DE Model. 
Given these findings, the explanation of certain procedures has been more fully 
elucidated in the latest version of the Handbook in order to distinguish the skill 
itself from other versions of that procedure. The eight techniques that were 
completely unknown to the Novices have been clarified in more detail, with a 
clearer layout, and the use of graphic display. For example, photographic 
reproductions from staged performances illustrate the techniques for making 
stage images memorable. The Exploration Phase has been completely 
revamped, and now provides a more thorough theoretical framework, as well 
as a summative graphic display of the procedures. 
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PROCEDURAL COMPETENCY 
Observation 
Procedure Each novice director was asked to direct Scene 9 of Betrayal by 
Harold Pinter using the DE Model (as outlined in the Handbook) for the 
Preparation and Exploration Phases of rehearsals. The participants were each 
given 3.5 hours of rehearsal time in a studio at NIDA (Sydney) or at La Boite 
Theatre (Brisbane).  
The eight actors employed for the scene work were respondents to a NIDA 
email asking for performers for this research, and were paid a small 
honorarium for their participation. The actors were either current or recently 
graduated NIDA acting students. In most cases, the actors were not known to 
the directors, and none had been directed by them previously. As rehearsals 
progressed, I noted which DE procedures were positively activated.  
Aim The aim of the observation was to ascertain whether the novice directors 
could follow the procedural rehearsal system by reading the Handbook alone.  
Benefit The practical application of the DE Model is the best indication of 
competency because: (a) the simulated rehearsal is a replication of the practical 
duties of a professional director; and (b) the DE process is observable. 
Limitations As the research was limited to two rehearsal phases, and to the 
Exploratory Etudes in particular, four phases and procedures of the DE Model 
were not covered. Due to this reduced focus, and to time constraints, the 
directors could only complete three of the four Etude iterations. In other words, 
the data reflects most but not all of the procedures in the two phases indicated.  
There might also have been some time constraints in preparation, given that 
the Novices had the Handbook for a month over the Christmas and New Year 
summer period. Despite the preparation coinciding with the summer holidays, 
one director indicated in the Comments section that he/she had spent over 20 
hours preparing for the simulated rehearsal. 
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Data Analysis 
During the observation, I noted whether each procedure of the DE Model had 
been successfully completed. Each row is titled by the procedure under 
investigation. The boxes containing ticks and crosses each represent the 
achievement of each of the four directors in the designated procedure. Finally, 
a cumulative percentage of the directors who successfully completed each 
procedure is given. Table 6 maps director preparation, and Table 7 then focuses 
on the Etude process.  
Table 6: Novices: Procedural Competency, Preparation for Etudes 
Text     
 
100% 
Environment     
 
25% 
Introduction     
 
100% 
Warm-up     
 
50% 
Communion     
 
75% 
Rehearsal Prep      100% 
Toilette      100% 
Narrative Outline     
 
75% 
Only one of the four directors (25%) sought to prepare the rehearsal room 
adequately (See Environment). For example, there was no attempt, in most 
cases, to divide the room into playing/discussion spaces, no provision of props 
or furniture, no provision for music or special lighting, as suggested by the DE 
Handbook. These kinds of environmental strategies are regarded as crucial for 
fostering a creative atmosphere.  
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While every director’s session contained a warm-up segment, only half the 
directors conducted warm-ups that were related in any way to the day’s work. 
In one case, the director allowed the actors to do their own private warm up; 
while this is a reasonable practice, it does not match the theoretical purpose of 
warm-ups stated in the Handbook. 
Table 7 now focuses on the ten-step procedures used in each of the Etude 
improvisations. 
Table 7 Novices: Procedural Competency, Etudes 
Sub-Text Etudes 
Disc Read Prep Etude E5a Coach E5b Flick Hunk Disc 
          
          
          
          
100% 50% 100% 100% 100% 75% 0% 25% 50% 100% 
Key: Disc= Discussion, Prep= Preparation, E5a = announcing the E5s during the Etude, Coach= side-coaching,  
E5b= asking actors to extend the E5 moments during Etudes, Flick= flickers, Hunk= hunkering down or having a quiet 
time to collect thought or take notes 
 
Leadership Etudes 
Disc Read Prep Etude E5a Coach E5b Flick Hunk Disc 
          
          
          
          
75% 100% 100% 100% 100% 100% 25% 0% 50% 100% 
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Objectives Etudes 
Disc Read Prep Etude E5a Coach E5b Flick Hunk Disc 
          
          
          
          
100% 100% 100% 100% 100% 50% 0% 25% 0% 100% 
After analysing the data, the three common failings in procedural competency 
appear to be E5 Extensions, Flickers and Hunkering Down. The yellow 
highlighting (above) assists in recognising that the problematic procedures all 
appear towards the end of each Etude. It could be hypothesised that by this 
stage, the director is over-loaded with information from the Etude and might 
simply not have the energy or persistence to continue active engagement. This 
would be indicative of a ‘fatigue/stress factor’ limitation in the Model. This 
theory might well be supported by the fact that side-coaching, which had not 
proven to be a problem in earlier Etudes, is less used by the third iteration. An 
alternative explanation could be that the Novices are simply too inexperienced 
at this stage of skills’ acquisition to realise the importance of these techniques 
in the rehearsal process. 
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Implications of the Findings 
The complexity and duration of the Exploration Phase requires some further 
consideration. Improvements to the Handbook include a graphic and clear 
overview of the Etude process as a whole, and a 10-step outline of each Etude34.  
The lack of preparation to create an inspirational setting resulted in a radical 
re-assessment of ‘Atmosphere’ and ‘Warm-ups’ for the current Handbook. An 
innovative procedure known as Event Stimulus has since replaced these. This 
Event Stimulus has been successfully trialed with the 2013 NIDA cohort of 
directing students. The suggested break in rehearsals that is offered as an 
option in the Handbook35 is now strongly endorsed. Finally, the skills of E5 
Extensions, Flickers and Hunkering Down have been made clearer. 
  
                                                          
 
34 “Pictures are usually more memorable than words, and are thus useful when information has to be remembered. It 
is generally agreed that information presented in pictures is encoded twice, once as a picture and once as a verbal 
label that names the picture” (Winn 1993, 86).  
35  It is suggested as an option in the Handbook that a break in rehearsals could occur after the Objectives Etude, so 
that actors can gather their thoughts about possible Strategies and come back refreshed for a Strategies Etude the next 
day, or after an extended break. 
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COMMUNICATION SKILLS 
Procedure It was assumed that the novice directors had read the 
Communication Skills boxes in the DE Handbook (and this was verified by 
their assessments of this section in the ‘Handbook Clarity’ checklist). Given that 
one of the prime findings from Project 1 was that Communication Skills were 
as salient to good directing as competence in directing methodology, it was 
reasoned that it was important to get some measure of how reading about 
positive Communication Skills in the Handbook effectively translates into 
practice. Thus, after observing each director’s rehearsal, I completed a 
Communication Skills checklist (See Appendix 6). The skills in that checklist 
were taken from the Communication Skills Tips Boxes found in the DE 
Handbook36.  
Aim The aim of assessing certain Communication Skills was to verify the 
conclusion reached in Project 1 that many directors did not have all the 21 skills 
that are necessary for successful communication of the DE Model. I also aimed 
to specifically establish which Communication Skills the directors poorly 
performed, to determine whether a particular communication category was 
weaker than another.  
Benefit The data served to identify specific poor skills and category areas. This 
was key to making improvements in the Handbook section dealing with 
effective communication. 
Limitation The Tips Boxes contain communication tips and role-play 
scenarios. Thus, they are meant to be practised, not simply read. For the lone 
reader, this means digesting more than 120 tips without the benefit of role-play 
                                                          
 
36   A reminder that in Project 1, the Communication Skills were clustered around seven categories of positive 
communication; for example, in the Tips Box titled ‘How to relate Strategies to sculpting’, the first tip is ‘Take notes 
during Etudes of any flickers’. This tip was then converted into the Communication Skills checklist as: ‘Did the director 
take notes during Etudes of any flickers?’ (‘Flickers’ are any momentary interesting physical or vocal responses that 
occur during an Etude, and which are illuminating for the character of scene.) 
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experience. Consequently, these tips and activities might have a limited benefit 
for the reader.  
The study does not include any diagnostic data on the prior Communication 
Skills of the directing students; thus, it is difficult to ascertain if any 
improvements have been made as a result of reading the manual. Nonetheless, 
the areas of poor communication that have been highlighted in the findings 
have been used as a reliable guide for improvements in the Handbook.  
Data Analysis 
The findings are presented in two parts: Part A (Overview) summarises the 
data according to the observed use of communication techniques for each of 
the seven categories; and Part B (Variable Partitioning) analyses the data to find 
commonalities, and proposes an explanation for the non-use of specific 
Communication Skills. 
Part A: Overview 
The following Communication Skills items have been extracted from the raw 
data so that only the problematic skills appear here. A ‘Poorly practised 
communication skill’ is one which 75% of the Novices (or more) have not 
demonstrated. Each table surveys one of the seven categories of 
Communication Skills identified in Project 1, the title of which is bolded. 
 
Table 8 Communication Skills Checklist: DE Skills  
Did the director:  
Prepare the room before rehearsals? 25% 75% 
Make inspirational comments? 0% 100% 
Explain activities, and when they would finish? 25% 75% 
Re-state the point of the activity before 
beginning it? 
0% 100% 
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Table 9: Communication Skills Checklist: Communication Skills 
Did the director:  
Refer to the character and not you? 25% 75% 
Use different ways of communicating? 0% 100% 
Use different ways of stimulating interest? 0% 100% 
 
Table 10 Communication Skills Checklist: Clarity 
Did the director:  
Ask for one clear outcome/task at a time? 0% 100% 
Find patterns in the text or work generated? 25% 75% 
 
Table 11 Communication Skills Checklist: Environment 
Did the director: 
  
Use music or lighting to create atmosphere? 0% 100% 
Use music or lighting to bring energy into the 
room? 
0% 100% 
Use a genre of music that suited the production? 0% 100% 
Use low lighting for intimate scenes? 0% 100% 
Explain the lighting and sound of the actual 
production? 
0% 100% 
Ask you to bring a costume along? 0% 100% 
Set up the groundplan of the playing space? 25% 75% 
Set up separate areas within the rehearsal room? 0% 100% 
Use any visual stimulation, such as photographs 
or pictures? 
 
0% 100% 
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Table 12 Communication Skills Checklist: Efficiency 
Did the director:  
Give notes on the focus of any exercise or 
rehearsal? 
0% 100% 
Give you homework? 0% 100% 
Have a realistic rehearsal plan? 0% 100% 
Make instructions clear in terms of aims and 
expression? 
25% 75% 
 
Table 13 Communication Skills Checklist: Discussion 
Did the director:  
Set time limits for discussions? 0% 100% 
Make sure that everyone was involved in 
discussions? 
25% 75% 
End discussions with a summary, conclusion or 
action plan? 
0% 100% 
Use research of real stories to inspire? 0% 100% 
Use his/her personal stories? 0% 100% 
Challenge you or propose a problem to be 
solved? 
0% 100% 
Make provocative or contentious statements? 0% 100% 
Use the ‘Magic If’ exercise (i.e., What would you 
do in the same Given Circumstances)? 
0% 100% 
Point out the leadership patterns? 0% 100% 
Discuss how the performance would physically 
look on stage? 
0% 100% 
Discuss narrative and character revelations in the 
scene? 
0% 100% 
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Table 14 Communication Skills Checklist: Inspiration 
Did the director:   
Organise a physical, vocal, and imaginative 
warm-up? 
25% 75% 
Make sure that the warm-ups related to the day’s 
work? 
0% 100% 
Conduct silly warm-ups to lighten the mood? 25% 75% 
Surprise you?  0% 100% 
Use various sensory stimuli, such as smell, touch, 
taste?  
 
0% 100% 
Use ‘heroic tension’ (i.e., play the opposite of 
what seems to be called for)? 
25% 75% 
Create extreme conditions (such as total silence 
or blackout) in the room? 
 
0% 100% 
 
Part B: Variable Partitioning 
Analysing the seven skills areas above reveals weaknesses in all areas. This is 
not surprising since the seven categories are based on the perceived vulnerable 
areas of communication based on previous data collection (See Project 1). 
However, after scrutiny of the data, a pattern begins to emerge. The reasons for 
poor Communication Skills deployment can be theorised as: (1) Fear of Failure 
and (2) fear of ‘Being Boring’. This hypothesis has been reached by clustering 
all the highlighted Communication Skills under these two rubrics. Each 
variable is then partitioned into constituent clusters, as shown below. 
1. Fear of Failure 
(a) Stimulating Others 
Many of the DE skills require the director to stimulate the creativity, discussion 
and the imagination of both the performers and other practitioners with whom 
they are working. By taking an extreme example of a suggested technique for 
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inspiration such as, ‘Did the director use various sensory stimuli? (e.g., smell, 
touch, taste)’, it can be suggested that the avoidance of such a radical approach 
to stimulating creativity could be based on an underlining anxiety that such an 
activity could be unsuccessful due to its unconventional nature.  
 (b) Intellectually Onerous Tasks 
Many of the skills outlined require a good deal of intellectual thought and 
preparation; for instance, ‘Did the director end discussions with a summary, 
conclusions or an action plan?’ In the Australian theatre setting, this type of 
ordered approach is often frowned upon as being too corporate. 
These theoretical propositions fall under the code of Fear of Failure because 
they implicitly contain the possibility of the director being wrong, or 
misinterpreting information. To be seen to be mistaken is a slight for a director 
in most theatrical climates. Thus, the theory I am suggesting here is that to 
avoid both difficult tasks and being found to be incorrect, directors shun certain 
communication strategies.  
This thesis is further supported by considering some of the specific skills in 
which the directors scored 100%; in other words, where they are all deemed to 
have successfully demonstrated a positive communication skill. Virtually all of 
these skills are the safe, supportive and relatively ‘failure-free’ skills, as listed 
below:  
 Allowing ‘failure’ to occur 
 Seeming to work from a plan 
 Keeping the rehearsals active 
 Avoiding long verbal discussion 
 Acknowledging what their actors are saying 
 Labeling and explaining the point of the activity 
 Managing rehearsals logically and (seemingly) flexibly 
 Staying calm and polite; not displaying anger or negativity towards 
their actors 
 Making sure that the physical and emotional environment is conducive 
to rehearsals 
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There is an interesting cross-case connection with the analysis of the data from 
the next instrument, ‘DE Procedures Used’ in which Graduates report seldom-
used procedures, many of which could also be seen to cluster around the code 
of ‘Intellectually Onerous Tasks’. Thus, the critical variable of ‘difficulty’ seems 
to cross over the Novice and Graduate divide.  
2. Fear of Being Boring 
(a) Specificity, or Attention to Detail 
Many of the poorly-practised skills pertain to making specific comments about 
performance, and being meticulous about detail; for example, explaining 
activities and indicating when they will finish. Again, there might be a cultural 
predisposition in theatre circles that suggests that too much attention to detail 
kills the creative drive, and that performance detail is the domain of the actor. 
(b) Housekeeping 
Another six Communication Skills were clustered under the heading of ‘Being 
Boring’. These included such housekeeping activities as:  
 Giving homework 
 Preparing the room before rehearsals 
 Setting up the groundplan of the playing space   
It is hypothesised that these practical skills are perceived by Novices and actors 
alike as intrinsically uninteresting, tedious and purely organisational. 
Furthermore, because they deal with matters outside of the actual rehearsal 
process, Novice directors can view them as being marginal. 
Implications of the Findings 
The implications of this data analysis are significant. I believe that the finding 
from Project 1 (that the directors’ Communication Skills are just as important 
as their methodological competency) has major consequences for the 
improvement of the DE Handbook. Results from Project 2 show that directorial 
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competency in Communication Skills will not be improved by simply reading 
a set of tips in a Handbook. One needs to question, therefore, whether a 
Handbook alone can have practical outcomes in this area. Consequently, the 
Tips Boxes have been re-developed, with the assumption that they will be 
practised as part of a training program. 
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DE PROCEDURES USED 
Graduates were interviewed and asked which of the DE procedures they had 
used in their last directing engagement.  
Procedure I interviewed each of the ten Graduates for 90-120 minutes. The 
interview began and ended by asking them to evaluate the parts of the DE 
Model that they had used in their production. The bulk of the interview, 
however, consisted of going through the DE Model’s 30 procedures 38  and 
asking whether each was used in their rehearsal practice. Any comments 
regarding the DE skills or evaluation of the DE Model were also noted.  
Aim  The aim of this interview was to verify which procedures continued to be 
used. 
 
Benefit For any improvement to be made to the DE Handbook, it needed to be 
clear how valuable each procedure was to the Graduate director. The 
comparison between Graduates and Novices allowed for a ‘Before and After’ 
perspective. Results indicate that Novices see different benefits or limitations 
compared to Graduates. 
Limitation Since I was the one noting comments made by the Graduates, it was 
possible that a bias towards positive replies might have been at play. However, 
given that the focus of my research is to find ways of improving the Model, 
criticisms were both valued and encouraged during the interview. 
Nonetheless, there were 30 procedures covered in each of the 10 interviews. In 
other words, 300 procedures and responses were canvassed in the course of the 
investigation. Consequently, it is likely that some data might have been 
omitted. Given that I was their former teacher and the author of this new 
directing methodology, Graduates might have over-reported the use of the DE 
                                                          
 
38  In the previous handbook iteration, 30 DE procedures were listed. In the current handbook, this has been rationalised 
to 18. 
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Model. However, as the findings indicate that quite a number of procedures 
were reported to be under-utilised, it would appear that the responses are 
reliable. 
 
Data Analysis 
During the interview, I named, in turn, each of the procedures indicated in the 
DE Model, and asked the Graduate if they used that procedure in their 
rehearsal process. If they had used the procedure in the manner prescribed, it 
would be deemed as having been used. Thus, a Narrative Outline score of 60% 
indicates that six out of the ten Graduates used the Narrative Outline 
procedure during the rehearsals for the nominated production. 
There are a number of procedures that many Graduates did not use after their 
NIDA training. For the purposes of analysis, any procedure not used by 75% 
(or more) of the respondents is considered to be under-utilised. At first glance, 
this guideline indicates that nine techniques (or 30%) are not always used by 
the majority of directors. However, on scrutiny, these procedures can be 
hypothesised as unpopular because they are intellectually onerous or difficult, 
or their purpose is not clear. The question then becomes: Are these procedures 
under-used because they are not salient, or because they are unclear or too 
grueling to conduct? 
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Table 15 Graduates: DE Procedures Used 
Phases  Procedures 
1 
Dramaturgical 
Preparation 
 
Private 
Reads 
100% 
Dramaturgy 
Checklist 
50% 
Events 
& E5 
100% 
Research 
 
100% 
Casting & 
Script 
80% 
        
2 
Day One 
& Daily 
 
Environ- 
ment 
80% 
Comm-
union 
100% 
Rehearsal 
Preparation 
90% 
Narrative 
Outline 
60% 
Toilettes 
 
70% 
        
3 
Psycho-
physical 
Exploration 
 
Sub-text 
Etudes 
90% 
Leadership 
Etudes 
70% 
Objectives 
Etudes 
100% 
Strategies 
Etudes 
90% 
Improvisat-
ion 
 
100% 
        
4 
Making 
Decisions 
 
Vision 
Statement 
100% 
Thru-line 
 
10% 
Super- 
Objectives 
60% 
Read & 
discuss play 
50% 
 
        
5 Visuality   
Visualise 
Each ME 
100% 
LOPPA 
 
50% 
Running 
MEs 
100% 
SICRO 
Second 
Level 
90% 
 
        
6 
Performance 
Dynamics 
 
Tempo & 
Tension 
100% 
Proxemics 
 
100% 
Visuality 
Check 
80% 
Runs & 
Outcomes 
100% 
 
        
7 
Directing 
Experience 
 
Lighting & 
Sound 
100% 
Runs in 
Theatre 
90% 
Vision 
Statement 
40% 
 
 
 
 
Project 2 
 142 
1. Difficulty 
Graduates identify nine techniques as being under-used. Seven of the nine can 
be clustered under the rubric of ‘difficulty’: exercises that require a good deal 
of intellectual consideration, or that are physically/imaginatively demanding. 
Intellectually Demanding Tasks 
Vision Statement 40% 
Dramaturgical Checklist 50% 
Read and Discuss Play 50% 
Super-Objectives 60% 
The four cerebral DE exercises in the above box all require a good amount of 
time and mental reasoning. All require the director to bring together diverse 
pieces of information from various sources and then to synthesise the data into 
a coherent whole. These sophisticated pursuits are intellectually taxing. Others 
are physically arduous. 
Physically Demanding Tasks 
LOPPA 50% 
Narrative Outline 60% 
Leadership Etudes 70% 
However, there are other procedures that are equally taxing, but still popular; 
for example, ‘Research’ and ‘Events & E5s’ procedures can also be challenging. 
The level, quality, and time taken for Research can vary greatly from director 
to director. Some directors might indicate they have thoroughly researched a 
play after a few references to Wikipedia. By its very nature, the well-established 
habit of breaking a play into event divisions is mentally onerous, even when 
done in a cursory fashion. This dramaturgical preparatory work is almost 
universally acknowledged to be a part of a director’s duties in common 
practice; thus, it can be speculated that this task would be difficult for the 
director to avoid.  
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Some activities are quite uncomfortable and challenging exercises for actors to 
complete. Directors can be very sensitive to the unease of performers and are 
keen to make their rehearsal rooms enjoyable. The LOPPA exercise, to take one 
instance, requires the actors to verbalise four discrete thought patterns 
simultaneously. Anecdotal comments about this activity tend to cluster around 
those actors who find this task too difficult, and those that find it difficult but 
very worthwhile. Similarly, the Narrative Outline task exposes actors who are 
not au fait with the plot they are performing.  
The idea that one dramatic figure has a Leadership role in each event is 
sometimes considered too inflexible by actors and directors. It is useful to refer 
to a comment made in the interviews on this matter: “Leadership, only did 
some, then saw the power of them. Helped with power shifts. How people lead 
and resist (3/12/12)39”. 
2. Unclear Purpose 
Unclear Purpose 
Thru-line 10% 
Toilettes 70% 
Finally, these two procedures are neither difficult nor especially time-
consuming. However, data analysis in this investigation reveals that Novices 
regard their function and value as not being clearly articulated in the 
Handbook. Even the Graduates, who have practised these two skills beyond 
the confines of the manual, do not consider them valuable. 
It is also interesting to note that the rehearsal phase that contains most of the 
under-utilised procedures is the Decision Making phase. It could be argued 
that this rehearsal phase comes at a time when actors and directors are keen to 
                                                          
 
39  The dates used throughout this document refer to the date of interview, directing session or discussion. Thus, 
3/01/13= 3 January 2013. 
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leave the Exploration Phase and get on with visualising the production. 
Similarly, it can be theorised that the low take-up rate of the Vision Statement 
during the Staging Phase coincides with rehearsals moving into the theatre, 
where time is always short, and solving practical issues is more pressing than 
a concern for artistic ideals. On a more positive note, 66% of the Graduates 
continue to use the majority of procedures after training. This indicates a vote 
of confidence in, and the value of, most of the DE procedures. 
Implications of the Findings 
A considerable number of DE procedures (33%) are not always used by 
Graduates after they complete their training. I have conjectured that the reason 
for their unpopularity might be more to do with their taxing requirements than 
any question of their efficacy. Seven of the nine less-used techniques cluster 
around the notion of intellectual, physical and imaginative effort. Despite the 
poor adoption of these skills, my personal experience is that the nine 
procedures are important and should be maintained in the DE Handbook.  
Notwithstanding their limited post-course use, and because of my belief in 
their intrinsic value, these nine procedures will continue to be a part of the DE 
Handbook; however, the way these techniques are presented in the Handbook 
has been re-assessed. After an exhaustive revision, the DE phases and 
procedures have been streamlined in the current Handbook iteration. There are 
now six (previously seven) phases and the procedures identified in the 
taxonomy now total 18 (previously 30). This development is the result of taking 
note of the data communicated by the students themselves. This rationalisation 
is not just cosmetic: it aims to simplify learning and reduce difficulty. This 
adjustment should assist in increased learning, as indicated by the Cognitive 
Perspective outlined earlier.  
 More specifically, many procedures have been presented and re-
conceptualised in such a way as to reduce the effort required to enact them. For 
instance, the Vision Statement section now includes a real-life example from a 
student, options for the administration of the LOPPA, and more appealing 
activities for the Narrative Outline. The finding that directors continue to use 
most of the DE procedures, underlines the much-quoted notion by Graduates 
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that the skills they have learnt are a ‘toolkit’ for future application.  
Consequently, the term ‘toolkit’ is now peppered throughout the manual. 
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HANDBOOK EVALUATION 
Procedure After directing their scene from the play, Novices were asked to 
complete a questionnaire that evaluated their response to the Handbook in 
general terms (See Appendix 7). Statements were selected that covered:  
 the layout and formatting of the publication  
 an understanding of the conceptual framework of the DE Model 
 Kirkpatrick/Clark model-inspired questions  
 issues emanating from the Project 1 academic panel discussion  
A five-point Likert scale (ranging from Strongly Agree to Strongly Disagree) 
was used, and there was an opportunity for respondents to select the central 
‘Unsure’ box.  In terms of data validity, a number of statements were expressed 
in the negative; and three statements were repeated with slightly different 
syntax. 
Aim The aim of this questionnaire was to determine the overall reaction to the 
Handbook, and any issues with regard to its clarity. 
Benefit This instrument offered a contrast to the Handbook Clarity 
questionnaire that pinpointed specific chapters in the Handbook. This ‘bigger-
picture’ evaluation was seen to be helpful in identifying general Handbook 
issues. 
Limitation No major limitations were identified. There were 48 statements 
clustering around the four categories of information sought, with a Comments 
addendum for further participant responses (75% of participants made a 
comment). False positive evaluations were limited to some extent by the fact 
that the questionnaire was anonymous.  
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Data Analysis 
The evaluations of every statement in the questionnaire were summarised 
according to their level of positivity or negativity. The following guidelines 
were used to define the Type of Evaluation listed in the table below. 
 
unequivocally positive 
all responses in the two positive boxes 
 
mostly positive 
majority of responses positive, some unsure 
 
unsure 
all responses in the Unsure Box 
 
mostly negative 
majority of responses negative, some unsure 
 
unequivocally negative 
all responses in the two Negative Boxes 
 
The data is represented here as a matrix indicating the percentage of responses 
in each of the above five categories. 
Table 16  Handbook Evaluation: Positivity-Negativity Summary 
Type of Evaluation Percentage of  Evaluations 
Unequivocally Positive 54% 
Mostly Positive 27% 
Not Sure 19% 
Mostly Negative 0% 
Unequivocally Negative 0% 
Total 100% 
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The overall results for the efficacy of the Handbook are very positive.  As can 
be seen in the above table, 81% of the evaluations are in the positive range in a 
Likert 5-point Scale. That is, 81% of the participants either Strongly Agreed or 
Agreed with positive statements about the Handbook.  
When considering how the Handbook might be improved, and since there are 
no predominantly negative responses, it is useful to look at the statements in 
the Not Sure category more closely. The questionnaire contained three repeated 
statements (with slight semantic changes) to test the validity of the responses. 
Interestingly, despite being repeated, they consistently cluster in the Not Sure 
category, indicating response reliability. These three sets of repeated 
statements are listed first and are bolded in the following table40. It is assumed 
that a score of 75% or more is significant.  
  
                                                          
 
40  To see the actual placement of statements in the original instrument, please refer to the Appendix 7. 
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Table 17 Handbook Evaluation: Unsure Responses 
 Strongly  
Disagree 
Disagree 
Not 
Sure 
Agree 
Strongly 
Agree 
I can now direct a scene using the DE 
Model [first mention] 
  50% 50%  
I can now direct a scene using the DE 
Model [second mention] 
  75% 25%  
The Handbook gave me all the resources 
to succeed in directing a scene from a 
play  
 33% 66%   
The Handbook gave me all the resources 
I needed to direct a scene using the DE 
Model  
 50% 25% 25%  
I acquired the DE skills to a high degree 
by reading the Handbook 
 25% 50% 25%  
I followed the DE Model successfully    66% 33%  
I will be more successful as a director if I 
have a distinct methodology 
 33%  66%  
When staged, an audience would 
appreciate the work I have done  
  100%   
The DE Model is not suitable for every 
kind of actor 
 25% 50% 25%  
The results do indicate an uncertainty with regard to the confidence of the 
Novices to direct by using the Handbook alone; however, this is not an opinion 
shared by all respondents. In contrast, another statement, with an 
unequivocally positive response is: “I am now confident in applying what I 
have learnt when I start the NIDA directing course”. In this case, the response 
might indicate that the level of preparedness after reading the DE Handbook 
was contingent on what the Novice saw as the next step in the practical 
application of the Model. This last (quoted) statement implies that, having read 
the Handbook, the student feels that he/she is in a good position to begin their 
formal training. 
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Another matter raised in the data is the need for expert feedback. As is 
illustrated in a later statement, the Novices were not confident that they 
“followed the DE Model successfully”. 
Around 20% of the Novice responses indicate that simply reading the 
Handbook is not enough to equip them to direct using the DE Model. Adding 
weight to this contention are the following comments that three of the Novices 
added at the end of their questionnaire: 
I found the handbook clear, interesting, enlightening and accessible. However, the 
divide between reading a book and getting on the floor will always pose challenges. But 
as a starting point, I found the overall experience very positive and feel I learned a lot 
(3/1/13). 
I don’t think I have completely grasped the whole methodology yet- I’ve spent about 20 
hours prepping for today by reading etc. However, I learned a huge amount by giving 
it a stab this morning and found it useful (4/1/13). 
I felt I would have liked more pointers on how to communicate the process to the actors. 
How to explain clearly how you want each step to unfold. I feel I need further 
explanation of the steps before I can use them in practice confidently (7/1/13) 
Implications of the Data 
A significant majority of responses (81%) are positive about various aspects of 
the Handbook. However, when scrutinising the Not Sure comments, it 
emerged that many Novices are not confident in directing according to the DE 
Model after simply reading the Handbook. On the other hand, there is a belief 
that reading the Handbook is beneficial as an introduction to the formal training 
at NIDA. 
Despite the statistically small number of ambivalent comments about the 
efficacy of the Handbook as a sole means of preparation for directing the DE 
Model there is still some doubt about the aim of making the Handbook stand 
alone as an instruction manual. Even though major improvements have been 
made as a result of this study, there is no assurance that these enhancements 
will guarantee the efficacy of the Handbook as a singular method of instruction. 
Therefore, the Handbook now assumes that the reader is undergoing 
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concurrent DE training; however, comments are also still included for the 
general reader.  
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HANDBOOK CLARITY 
Procedure The participating Novice directors were asked to complete an 
electronic questionnaire at home (See Appendix 8) after their simulated 
rehearsal and to email their responses to me. This questionnaire was a 
straightforward checklist that listed all the: chapter headings, major DE 
procedures and questions about printed layout in the DE Handbook (version 
2); and asked the participants to rate the chapter as either ‘clear’ or ‘not clear’. 
There was also a space for any comments to be made on each chapter heading.  
Aim The aim of this electronic questionnaire was to indicate conceptual issues 
that were unclear, and to identify chapters of the book that were unclear. 
 
Benefit Much of the data collection in this research focused on specific 
procedures, and (even) sub-procedures. However, this questionnaire allowed 
for a broader, more conceptually-oriented diagnosis of concepts and 
procedural phases. As a result, problematic chapters, concepts or procedures 
could be targeted for improvement. When the findings from this general 
questionnaire were compared to other more specific findings, a more holistic 
interpretation of data patterns emerged. 
Limitation The measure of clarity of a whole chapter is wide-ranging, and such 
a broad scope does not identify precise issues that are unclear. Asking 
participants to email their responses could have affected the questionnaire, as 
they could be identified. 
Because the directors completed the questionnaire after their simulated 
rehearsal, they might have been more positively or more negatively disposed 
to the reporting of the Handbook’s clarity, depending on their simulation 
experience. This is both an advantage and disadvantage for the reliability of the 
data. On the one hand, the Novices have a more direct understanding of how 
clear the Handbook was in relation to their performance on the rehearsal room 
floor. On the other hand, a good or poor performance in rehearsals might be 
more indicative of the Novice’s performance on the day, rather than a reflection 
of the clarity of the Handbook. In this latter case, the Novice might attribute 
blame or benefit to the Handbook.  
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(Due to illness, only three of the four participants were able to complete the 
questionnaire; hence, each individual response is valued at 33%). 
Table 18 Negative Handbook Evaluation: Clarity 
DE Techniques Clarity Comments 
  
Recent Directors’ 
Handbooks41 
66% 33% 
Although clear it was brief and limited. It felt 
removed from the rest of the book. 
Dramaturgy 
Checklist 
66% 33% 
Needed to read Pfister to fully comprehend/ 
Might be more examples from 17th Doll 
Events & E5s 
66% 33% 
Might be some more on how E5 is used in 
practice/Found phrasing and what exactly 
defined a ME & MiE within the methodology 
hard to understand 
Narrative Outline 
- 100% 
More here would have helped me. I felt 
uncertain on the purpose/process/Was 
confusing as to when to introduce this/Not sure 
whether to work this out largely with actors, or 
to come in prepared with it 
Toilettes 66% 33%  
Leadership Etudes 
66% 33% 
Clear, but seems hard in practice/Found 
concept of leadership hard to get my head 
around 
Thru-line 
66% 33% 
This is the first time you mention a thru-line in 
the book and it feels a little superfluous when 
you include ME, MiE and E5s 
Visualise each ME 
66% 33% 
Understandable but limited information re: 
structure and process of this 
LOPPA 
66% 33% 
Seems scary on the page but clear/ Seems 
slightly confusing 
Glossary 
66% 33% 
Parts of DE I hoped to find in Glossary were 
omitted or were difficult to find e.g. ‘heroic 
tension’ 
                                                          
 
41  Previous versions of the Handbook included an overview of recent directing handbooks. 
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Data Analysis 
Novices were asked to assess the clarity of 40 sections of the DE Handbook. 
Thirty sections received 100% clarity scores, while the ten sections reproduced 
here included at least one negative evaluation. Only one section, Narrative 
Outline, received a 100% negative clarity response. The percentage scores rate 
the chapters as ‘clear’ or ‘unclear’. Additionally, any comments made about 
these chapters are also included. 
The suggestions for improvements that Novices volunteered in their comments 
were helpful for the development of the Handbook. These comments can be 
clustered around the following improvement themes: 
(a) More detail (40%): For example, “Although clear it was brief and limited/ 
Might be more examples”. 
(b) Lack of Clarity (40%): For example, “Seems slightly confusing/…hard to 
understand”. 
While these comments seem reasonable and relevant, it is interesting to note 
the types of procedures that were nominated as not being clear. Again, using 
the notion of thematic analysis, the procedures that were rated as being unclear 
revolve around three concepts (two of which have been cited in other data 
analyses in this investigation). 
(i) Demanding Procedures (50%): Narrative Outline, Toilette, Leadership Etudes, 
Visualising each ME, LOPPA 
(ii) Intellectually Onerous Procedures (30%): Dramaturgical Checklist, Events & 
E5s, Thru-line 
(iii) Sections with Unclear Presentation (20%): Recent Directing Handbooks, 
Glossary 
As is indicated by the data, almost 50% of the DE-unique procedures have been 
marked as unclear by 33% of the respondents.  
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At the conclusion of the questionnaire, Novices were asked to make a summary 
comment. The following is an unabridged summary of their responses.  
I found the handbook clear and logical. On enacting the methodology on a read what I 
really wanted to know was how to speak/introduce the method. How much do the actors 
need to know? Some tips on side-coaching would be great. Some suggested phrases or 
mock scenarios might help with this. Overall, though, very clear (7/1/13). 
Ideas were expressed differently or slightly re-worded in various sections. Ie. Part II 
vs. Glossary. As you move into Step 5 (Visuality) there seems to be less formal 
structure given around exercises (10/1/13) 
As a resource for those seeking alternate methods of directing, I think DE is an exciting 
and ground-breaking approach. I found the model’s emphasis on thorough dramaturgy, 
modern scientific theory, collaboration with actors, and exploration of the psycho-
physical, clear, enlightening and helpful. However, this does not necessarily mean that 
I would be entirely confident in implementing it based on reading alone, as there is 
always a divide between writing or ‘what was in your head’, and practice. Because the 
DE methodology is so heavily based on physical approaches (especially in regards to 
etudes), might be a DVD or online access to video examples would be a helpful mode of 
demonstration (3/1/13) 
Implications of the Findings 
Novices found ten sections to be unclear (25%). Of these ten sections, seven 
(70%) were in the category of DE-only skills. Hence, there does seem to be a 
positive statistical correlation between the lack of clarity of a skill and the 
uniqueness of that skill. After analysing these negatively-assessed sections, it 
was noted that the sections’ adverse response could be related to the Novices’ 
negative pre-dispositions in relation to difficult procedures, as noted in 
responses to other instruments. Hence, the level of ‘difficulty’ in a procedure 
becomes a critical variable for the perception of clarity in the Handbook.  
The consequence of this data reiterates the importance of dealing with the 
perceived ‘difficulty’ inherent in certain DE skills. Addressing this issue is 
important because the skills will continue to be a part of the DE Model due to 
the finding that Graduates continue to use them in their practice. Thus, the 
onerous procedures have now been re-conceived to reduce the level of both 
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intellectual and physical difficulty; for example, the LOPPA exercise has been 
made more straightforward by providing alternative and simple options that 
reduce the number of skills required to carry it out.  
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DE PROCEDURES USED (EVALUATION) 
Graduates’ data from the interview instrument ‘DE Procedures Used’ was 
exploited in two ways. Firstly, the competency with which Graduates used the 
DE process after graduation was ascertained (See the previous DE ‘Procedures 
Used’). Secondly, evaluative comments were collected from the interviews and 
used here (in the following data collection and analysis) to appraise the 
perceived value of the procedures. 
Procedure I interviewed each of the ten ex-students for 90-120 minutes 
regarding one of their latest theatre productions. Any comments regarding the 
evaluation of the Model were noted.  
Aim The aim of the interviews was to: evaluate Graduates’ perception of the 
worth of the DE Model; pinpoint skills that were under-valued; and compare 
the comments and attitudes of Graduates and Novices.  
Benefit For any improvement to be made to the DE Handbook, it needed to be 
clear how valuable each procedure was to the graduate director in hindsight. 
Thus, the comparison between Graduates and Novices allowed for a ‘Before 
and After’ analysis.  
Limitation Since I made the written record of the Graduates’ comments, it is 
possible that a bias towards positive comments might have been at play; 
however, given that the focus of my research was to find ways of improving 
the model, criticisms were both valued and encouraged during the interview.  
Data Analysis 
To evaluate the worth of the DE Model, the general evaluative comments that 
were made by Graduates during interviews have been thematically organised 
into two separate tables. ‘Evaluation Clusters’ – groups the responses 
according to emergent themes. In the next section, – ‘Kirkpatrick/Clark Model’ 
– appropriates these same notes into the four-step evaluation model based on 
Kirkpatrick and Clark’s work.  
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1. Evaluation Clusters 
All comments that I thought pertinent to the evaluation of the Model were 
noted, and later clustered into seven themes, using the thematic analysis 
process.  
Table 19 Graduates: Themes from the Evaluations 
Cluster Theme Number Percentage 
Benefits 30 43% 
Innovations  19 27% 
Limitations  14 20% 
Regrets  3 4% 
Insights  2 3% 
Personal Ability  1 1% 
Other 1 1% 
Total 70 99% 
Graduate directors’ evaluation comments produced three significant themes 
with regard to the DE procedures: benefits, innovations, and limitations. The 
predominant number of comments were positive (Benefits & Innovations= 
70%). What is noteworthy in the findings is that almost a third of the affirmative 
data resulted from the Graduates employing the basic DE Model in innovative 
ways (27%). 
Benefits  
Within the comments on the benefits of the DE Model, there are a significant 
number of references to the notion that the procedures constitute a toolkit for 
the director. This topic appears often across the study.  
I see DE as a toolkit  
Can use DE as a toolkit for my work. It’s flexible.  
I can use bits of DE as a toolkit from which to choose 
techniques to use in my own practice 
Project 2 
 159 
Innovation 
The findings from the previous data analysis, ‘DE Procedures Used’, suggest 
that the Vision Statement procedure might be poorly placed in the rehearsal 
process. The following comment taken from the raw data suggests an 
innovative solution:  
Frightened of making a Vision Statement, prefer to drip it in as I go along 
(6/12/12) 
The Vision Statement was mentioned by another director when he/she 
suggested that it be written down as a formal record for others:  
Wrote a Vision Statement for the creative team (13/12/12)  
Some responses are more radical: 
Next time I will visualise each ME after exploration; hard to come back to a 
scene later (12/12/12) 
These three procedural innovations are presented as evidence that once a 
director has confidence in the Model, he/she is able to improvise new 
directorial strategies. 
Limitations 
14 of the 70 comments relate to remarks dealing with the limitations of the DE 
Model. This translates to 20% of the total responses. The ‘Limitations’ 
comments made by Graduates were thought-provoking and useful to consider 
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when making improvements. One theme that emerged was the issue of time-
management42:  
Didn’t do leadership because of time constraints (3/12/12)  
This subject of organising time more efficiently might best be dealt with by 
giving some examples of optimum times for various procedures and phases, 
especially given that the Handbook assures the reader that the DE process can 
be successfully undertaken within the common practice of four to five weeks 
of rehearsal. The Handbook also contains a set of Communications Skills’ tips 
that address the issue of time management. However, from experience, time 
management is mainly an issue when directors first begin to learn the DE 
process; for example, in the simulated rehearsals, none of the directors was able 
to complete the Exploration Phase within the 3.5 hours allocated. From my 
experience, however, they are able to achieve this effortlessly after two more 
encounters. 
A number of other comments cluster around the difficulties that might arise 
when working with others on a creative enterprise:  
How to work with actors who don’t respond well to DE process? (4/12/12) 
Would like tips on working with designers and creative team (5/12/12) 
One-man show made it difficult to do sub-text etudes (6/12/12) 
Sometime had to scrap verbal etudes because actors hungry to use script 
(12/12/12) 
Limitations: actors’ ability to improvise, is it too intense for comedy? (13/12/12) 
                                                          
 
42 This matter was also noted by one of my industry mentors who, as an Artistic Director of a major theatre company, 
speaks from a far more experienced perspective than the sampled recent Graduates. 
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Implications of the Findings 
In order to improve the Handbook, it is the criticisms that are most useful to 
interrogate. For example, the issue of the timing of certain procedures has been 
addressed by indicating the duration of each of the ten steps in the Etude 
process in the latest iteration of the Handbook. There is an opportunity to 
canvass some of the perceived shortfalls of the system by integrating these 
critical topics into the Communications Skills tips section of the Handbook.  
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KIRKPATRICK/CLARK MODEL 
The Kirkpatrick/Clark evaluation model is a useful tool to evaluate the efficacy 
of training. In this study, it was exploited in the following unique ways.  
 (1) A Focus Group Discussion took place with each of the Novices, with 
dialogical prompts that focused on the four steps of the Kirkpatrick/Clark 
model (See Appendix 9). Each participant’s comment was then placed into one 
of the four categories of the model for data analysis.  
(2) Evaluative comments made by Graduates in their interview regarding ‘DE 
Procedures Used’ were collected. Each comment was then placed into one of 
the four categories of the model for data collection and analysis. 
This can be more clearly illustrated by the following process chart. 
 
(Comparison of the data can be found in the Cross-case Analysis chapter of this document.) 
  
Novices
Focus Group Discussion
Kirkpatrick/Clark Model
Graduates
Interview
Kirkpatrick/Clark Model
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The Instrument: Novices 
Procedure At the end of each Novice’s simulated rehearsal, the actors, the 
Novice, and I engaged in a Focus Group Discussion. Discussions lasted from 
60-90 minutes. I noted both the actors’ and directors’ responses. However, only 
the directors’ responses are dealt with in this study43. (There were 13 discussion 
participants.)  
Aim The aim of the Focus Group Discussion was to interrogate evaluative 
remarks more forensically by identifying in which steps of the 
Kirkpatrick/Clark Model the comments were located. It also aimed to compare 
Novice results with Graduate results. 
Benefit This model’s delineation into four categories assists in analysing the 
data and observing patterns of evaluation. 
Limitation I had created dialogical prompts based on the Kirkpatrick/Clark’s 
evaluation model (see Appendix 9). Asking novice directors to evaluate the 
Handbook in light of their just-completed rehearsal simulation with their actors 
in a Focus Group Discussion might be considered a problematic task. Any 
potential self-criticism could be seen by the Novice as a slight on his/her ability 
as a director. Despite this, it is interesting to note that negative verbal self-
appraisals appear frequently in the comments made during the Focus Group 
Discussion. It would appear that the potential bias towards positive self-
assessment did not play a major role in the data collection. Having said that, 
there is very little criticism of the Model itself. This might be a response to the 
fact that I, as researcher and developer of the DE Model, moderated the 
discussion.  
                                                          
 
43  The actors’ responses were discarded because they gave overwhelmingly positive assessments of their director’s 
competency, even when it was demonstrably not evident. This positive discrimination might be a result of the NIDA 
ethos of students unconditionally supporting each other, especially when the director’s teacher (myself) was present.  
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Data Analysis: Novices 
The following section summarises and analyses the data collected. Examples 
from the comments made by the novice directors are limited to a few samples.  
Table 20 Kirkpatrick/Clark Model Evaluation Summary: Novices 
Kirkpatrick/Clark Steps Number Percentage 
1. Results  25 45% 
2. Performance 8 15% 
3. Learning 10 18% 
4. Motivation 12 22% 
Total 55 100% 
1. Results 
The majority of comments cluster around the benefits of the DE Model. These 
benefits can be sub-divided into those that are director-centred and those that 
relate to working with actors. It can be deduced that since the Novices were 
unaware of the positive outcomes of working with the DE Model (having never 
used the procedures before), any positive results in the simulated rehearsal 
would have been of prime (45%) interest to them. As it turns out, the Novices 
were primarily Results-oriented. 
 (a) Director Benefits 
There is an ‘out of the head spirit’.  
Can use DE as a toolkit for my work. It’s flexible.  
Good that I don’t jump to easy answers.  
It provides more options than answers.   
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(b) Benefits for Working with Actors 
More collaborative  
Actors reach emotional understanding quicker [Actors agreed]   
There is a focus on character and action  
Can make more discoveries together with the performers  
2. Performance 
The majority of Novices’ comments about performance are about their own 
poor performance. This was a result of either confusion about what to do, or 
simply forgetting procedures. 
(a) Poor Performance 
I was confused on how to discuss things but I had annotated my script heavily. 
I skimmed over the narrative outline.  
I forgot little things. 
This self-assessment of poor performance is not reflected in the data from the 
previously analysed ‘Procedural Competency’ instrument, which indicates 
that the Novices were, in fact, competent in most procedures in the model. 
Thus, the negative assessment might simply be a reflection of the difficulty and 
uncertainty of undertaking a new task. In other words, the positive capacity to 
perform new tasks (Performance) is evident despite negative self-reports. 
There were also comments that suggest that the Novices were persevering 
despite their difficulties. 
(b) Positive Application 
I worked to be best of my ability.  
I gave it a stab. I did get the notion of visuality right.  
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3. Learning 
Learning comments tended to cluster around two main themes: collaboration 
with actors, and learning via experience.  
(a) Collaboration with Actors 
I liked experiencing, discovering this together with the actors and not pre-deciding on 
things.  
In order for collaboration to work I need to have more authority and confidence.  
 (b) Learning by Doing 
Learnt to do etudes by actually doing them  
I realised what I need to persevere in rehearsals. For example, effective note-taking and 
not ‘faffing on’.  
4. Motivation 
The Novices’ motivation banded around three notions: positive comments, 
contemporaneity, and the clear-cut nature of the procedures. 
(a) General Positive Comments on Value 
I like that it’s goal-driven.  
Loved it but not sure how I would go without training.  
Concerned with new writing44  application because the dramaturgy is so unstable. 
However, the DE dramaturgical checklist and ideas in the model helped with a new 
play that I am rehearsing at the moment.  
                                                          
 
44  ‘New writing’ refers to a play script that has not been performed previously. 
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I think it’s valuable. 
(b) Contemporary  
I think it’s relevant in the twenty-first century. It’s not difficult to comprehend.  
The visuality aspects are very contemporary.  
DE is up to date, especially the visuality.  
It’s not old-fashioned, it feels fresh.  
(c) Straightforward 
It’s straightforward but I wanted a script to outline what I should say at given 
moments.  
It’s not complicated.  
Method would not be difficult with practice.  
Implications of the Findings: Novices 
Novices are primarily Results-oriented. Their negative self-assessments (which 
are not supported by the observational data) are mitigated by a desire to try 
their best. They report that they have learnt the benefit of collaboration through 
practising the procedures. They were motivated by the clear-cut, ‘modern’ and 
positive results that the Model afforded them. 
The following graph illustrates these summary findings in a linear display, 
where the goal is eventual positive Results. Each box is titled with one of the 
four steps of the Kirkpatrick/Clark Model. Under each title, there is a summary 
of the notions expressed in the comments. 
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The Handbook has been re-written in parts to alert the Novice to the potentially 
positive results that can come from the application of the model. This has been 
accomplished by adding anecdotes from the work of previous students. For 
instance, in the section on the LOPPA, there is an example of how the actress 
playing Honey in a rehearsal of Who’s Afraid of Virginia Woolf? was able to 
develop her interpretive dance sequence as a result of the LOPPA. 
 
Motivation
Positive, Clear-cut & Contemporary
Learning
Collaborative & Practical
Performance
Poor Performance but Positive Application
Results
Toolkit & Collaboration
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The Instrument: Graduates 
Procedure Comments noted in the DE Procedures Used instrument that were 
considered evaluative were collected and appropriated to the four steps of the 
Kirkpatrick/Clark model. 
Aim The aim of the DE Procedures Used instrument was to analyse evaluation 
more forensically by identifying in which steps the evaluative comments were 
located, and to compare Graduate and Novice results. 
Benefit This model’s delineation into four categories assisted in analysing the 
data, and in observing patterns of evaluation. 
Limitation My adaptation of the Kirkpatrick/Clark Model was previously 
untested. 
Data Analysis: Graduates 
It would probably come as no surprise that Graduate directors value the results 
and performance outcomes of their work most highly. This is certainly reflected 
in the scores 45 : seventy percent of the comments made by the Graduate 
directors fall within these two Kirkpatrick/Clark steps (results and performance) 
in evaluation. 
 
 
 
                                                          
 
45  The definitional difference of ‘results’ and ‘performance’ in the Kirkpatrick/Clark Model should be noted at this 
point. Don Clark (in his re-interpretation on his website) explains each notion with a question: “Results. Is the desired 
impact being felt? Performance. Did they transfer their skills to the workplace?” (Clark 2013). 
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Table 21 Kirkpatrick/Clark Model: Graduates 
Kirkpatrick/Clark Steps Number Percentage 
1. Results  26 38% 
2. Performance 22 32% 
3. Learning 13 19% 
4. Motivation 9 13% 
Total 68 102% 
1. Results 
When applying thematic analysis to the collection of responses regarding the 
summative Results, it became clear that the worth of the DE Model for the 
graduate directors clustered around the notions of (a) the benefit for the actors, 
and (b) logistical and dramaturgical assistance for the director. In negative or 
critical responses regarding Results, the issue of time constraints appears again. 
Some sample responses for each theme are given below. 
(a) Working with Actors 
DE is great for empowering the actor (6/12/12) 
DE very accessible to actors (7/12/12) 
Benefit of DE= ‘groundedness’ of characters (12/12/12) 
Negatives of DE= does not always mesh with all actors (12/12/12) 
(b) Logistical and Dramaturgical Assistance 
DE is an uncluttered way to start, simple sub-divisions. (7/12/12) 
The E5 of the whole play and events are very important (5/12/12) 
Structure for creativity (21/12/12) 
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Although there are some caveats, the desired Results aim of the model is 
positively articulated in terms of improved quality of directing, and efficiency 
of procedures. 
2. Performance 
In terms of performance responses, comments clustered around the ideas of (a) 
innovating new skills based on DE procedures, and (b) transferring DE skills 
to new placements. 
(a) Innovation 
Better to go thru and define events with actors than prescribe (4/12/12) 
Used stage manager as audience (3/12/12) 
I went thru each event with the creative team and got them to draw or write a response, 
like jamming with music (13/12/12) 
(b) Skills Transfer 
I developed a weekly structure of: explore, sculpt, polish (4/12/12) 
I used DE as a broad brushstroke: used to structure and stage and then I worked out 
what to do at each stage (21/12/12) 
Company run in rehearsal room is good before going on stage (5/12/12) 
The issue of time constraints is seen in both these two steps of the 
Kirkpatrick/Clark model. 
Results  
Time constraints and non-giving actors meant that I could not always follow the DE 
process (10/12/12) 
Didn’t do leadership because of time constraints (3/12/12) 
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Performance 
Would like to have done more with the LOPPA, environment, communion, and 
narrative outline (5/12/12) 
In terms of Performance, the most interesting achievement is the ‘secondary 
gain’ in skills acquisition; that is, the ability of the directors to innovate and 
transfer orthodox DE skills to their own practice. 
3. Learning 
Positive and negative learning took place for Graduates when applying the DE 
Model. Three themes emerged from the data: the first was the usefulness of the 
DE procedures as a toolkit from which to select specific skills; the second was 
the regret that they had not yet mastered a skill; and the third was the 
limitations of the Model.  
Toolkit 
I see DE as a toolkit (13/12/12) 
DE good as foundation skill and for problem-solving (7/12/12) 
Retrospection 
Could have ridden the actors harder at the beginning (7/12/12) 
Wished I had done more leadership and strategies etudes (3/12/12) 
Limitations 
Limitations: actors’ ability to improvise, is it too intense for comedy? (13/12/12) 
Would like tips on working with designers and creative team (5/12/12) 
The data reveals a mastery or understanding of the skills to the point where the 
Graduates were able to confidently enunciate the benefit of the learning 
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(toolkit), reflect on their learning (retrospection), and grasp what the 
limitations were from a point of competency (limitations). 
4. Motivation 
According to the data, the incentive to learn and perform well as a director 
seems to come from seeing and questioning the benefits of the DE process, and 
being inspired to innovate when implementing the procedures. 
Benefits and Questions 
The main attraction of DE is the physical and impulse-based exploration. (7/12/12) 
Noticed that the best scenes were the ones that I directed using full DE model. Have 
used the DE process in full now for four productions since graduation. (10/12/12) 
Questions how he could work with actors who don’t respond well to DE process 
(4/12/12) 
Innovation 
I’m interested in keeping to the DE structure and giving actors creative agency. 
(21/12/12) 
Used 90% of DE and 10% from other directors (12/12/12) 
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Implications of the Findings: Graduates 
What appears to motivate the Graduates is both the Results and Performance 
of their play direction. Unlike the Novices, who are primarily concerned with 
Results, Graduates are driven by their ability to use a toolkit of skills (Learning) 
and adapt these through innovation (Performance) in order to achieve Results. 
These improvements to their practice can then be applied to their next 
directorial experience. Thus, for the Graduates, the Kirkpatrick/Clark model 
becomes circular, as opposed to the linear learning style of the Novices. The 
following flow chart illustrates this thesis.  
 
 
 
Consequently, the Handbook now openly encourages readers to be innovative 
in their application of the skills that are presented. For instance, the activity of 
writing out the E5 events of a Main Event on Post It notes and putting them on 
the wall as a tempo/intensity graph (an innovation of the 2013 NIDA students) 
is referred to, and used as encouragement for further innovation. 
  
Motivation
LearningPerformance
Results
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Cluster Analysis: Graduates 
In the preceding sections, the research focused on the comments made by 
Novices and Graduates in reference to the Kirkpatrick/Clark model. While 
there are numerous benefits to analysing the comments of Graduates according 
to that model, other comments about the worth of the DE system emerged, and 
these were clustered independently. Insights can be obtained by comparing the 
analyses from these two approaches.  
Aim The aim was to triangulate previous findings, and to provide new 
evaluative data. 
Three themes emerged from the raw data: benefits, innovations and limitations. 
These themes are listed in the comparative table below. The column on the left 
(in brown) displays the results according to the four steps of the 
Kirkpatrick/Clarke model, while the column on the right (in blue) clusters 
evaluative comments made from the same data collection source. 
 
Table 22: Comparison of Kirkpatrick/Clark Model and Cluster Evaluation: 
Graduates 
Kirkpatrick/Clark Model Cluster Evaluation 
Kirkpatrick/Clark Steps Cluster Topics 
Results 38% Benefits 43% 
Performance 32% Innovations 27% 
Learning 19% Limitations 20% 
Motivation 13% Others 9% 
 102%  99% 
 
The cluster evaluation technique triangulates and supports the ‘benefit and 
innovation’ findings that emerged from the Kirkpatrick/Clark model. 
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However, the new finding that emerges from the clustering technique reveals 
the ‘limitation’ of the DE Model. In fact, 20% of the comments cluster around 
the shortcomings of the DE process.  This is a significant percentage, given that 
all the participants were aware that they were evaluating a model that I, as 
researcher, had developed. Despite the ‘limitation’ comments, however, the 
clustering supports the Kirkpatrick/Clark model’s finding that 70% of 
evaluations are positive (see dark blue highlighting in the above matrix).  
The Benefits and Innovations of the DE Model have already been well 
canvassed in the Kirkpatrick/Clark model. Thus, it is useful to analyse the 
trends in the dissatisfaction ratings that a cluster grouping has revealed. 
Limitations 
The following comments are taken from the responses that fell under the rubric 
of ‘Limitations’ in the cluster evaluation. Scrutiny of the comments indicated 
two themes of dissatisfaction: the variety of Given Circumstances of a 
production, and procedures that have been omitted. 
(a) Given Circumstances of the production  
Didn’t fully use objective because the music got in the way [in a musical-comedy 
production] (3/12/12) 
Limitations: actors’ ability to improvise, is it too intense for comedy? (13/12/12) 
Sometime had to scrap verbal etudes because actors hungry to use script (12/12/12) 
(b) Omission 
Denseness of language not covered in DE Model (5/12/12) 
Would like tips on working with designers and creative team (5/12/12) 
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Implications of the Findings: Cluster Model  
Thus, it can be argued that although there are perceived limitations to the DE 
system, and some specific censures of omission, the limitations reported by 
graduates are partly related to the normal limitations and the many problems 
at play when rehearsing and staging a production. Some issues are specific to 
the Given Circumstances of casting or timetable constraints and, as such, 
cannot be covered in a general training Handbook. Nonetheless, the 
explanation of the use of language is now more detailed in the Handbook, 
especially in the section dealing with Verbal Action. 
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CROSS-CASE ANALYSIS: COMPETENCY 
 
 
 
 
 
 
 
 
 
 
 
No Such Cold Thing by Naomi Wallace (Directed by Pierce Wilcox, NIDA/ACA, 2012) 
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DE Procedures Used: Novices vs. Graduates 
Assumption Analysis 
It is assumed that once a Novice has learnt a particular skill or a series of 
procedures that they find beneficial, they will apply those skills in their future 
work as a Graduate. Consequently, it is assumed that where a Graduate does 
not use a learnt skill, the reason is that the skill is not deemed valuable. It is 
further assumed that Graduates have learnt all the procedures outlined in the 
DE Model during their training, and that they have reflected on the procedures’ 
usefulness since graduation. It is also assumed that the prior knowledge of the 
Novices in this study, as indicated in the Isolating Program Effects instrument, 
is the same for the Graduates in the study.   
Data Analysis 
The following table contrasts the prior and post-graduation use of the 30 DE 
procedures taught in the two earlier Handbooks, and in the NIDA course. 
Novices were asked to complete an Isolating Program Effects checklist to 
ascertain which of the DE procedures were already familiar to them. The table 
compares the skills that Novices said they previously used, with the skills that 
Graduates continue to use. The first percentage in each case represents the 
Novice familiarity with the skill, while the second percentage represents the 
Graduate use of the skill. Thus, in the Dramaturgical Checklist, ’25 - 50%’ 
indicates that 25% of Novices and 50% of Graduates have used this procedure. 
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Table 23 DE Procedures Used/Previously Used: Novices vs. Graduates  
Phases  Techniques 
1 
Dramaturgical 
Preparation 
 
Private 
Reads 
100 - 100% 
Dramaturgy 
Checklist 
25 - 50% 
Events 
& E5 
50 - 100% 
Research 
 
100 - 100% 
Casting & 
Script 
100 - 80% 
        
2 
Day One 
& Daily 
 
Environ- 
ment 
100 - 80% 
Comm-
union 
50 - 100% 
Rehearsal 
Preparation 
75 - 90% 
Narrative 
Outline 
25 - 60% 
Toilettes 
 
0 - 70% 
        
3 
Psycho-
physical 
Exploration 
 
Sub-text 
Etudes 
0 - 90% 
Leadership 
Etudes 
0 - 70% 
Objectives 
Etudes 
0 - 100% 
Strategies 
Etudes 
0 - 90% 
Improvisat-
ion 
 
75 - 100% 
        
4 
Making 
Decisions 
 
Vision 
Statement 
50 - 100% 
Thru-line 
 
0 - 10% 
Super- 
Objectives 
100 - 60% 
Read & 
Discuss 
Play 
100 - 50% 
 
        
5 Visuality   
Visualise 
Each ME 
25 - 100% 
LOPPA 
 
0 - 50% 
Running 
MEs 
25 - 100% 
SICRO 
Second 
Level 
0 - 90% 
 
        
6 
Performance 
Dynamics 
 
Tempo & 
Tension 
50 - 100% 
Proxemics 
 
100 - 100% 
Visuality 
Check 
25 - 80% 
Runs & 
Outcomes 
100 - 100% 
 
        
7 
Directing 
Experience 
 
Lighting & 
Sound 
100 - 100% 
Runs in 
Theatre 
100 - 90% 
Vision 
Statement 
50 -  40% 
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The primary focus of the analysis here was the procedures that are not frequently 
used by Graduates. In this study, a procedure was deemed as not frequently used 
if 60% or fewer of the Graduates have opted not to apply it to their work. This 
data is then compared to the procedures previously used by Novices. Six skills 
are used by 60% (or fewer) of the Graduates: 
Thru-line 10% 
Vision Statement 40% 
Dramaturgical Checklist 50% 
LOPPA 50% 
Read and Discuss Play 50% 
Super-Objectives 60% 
Earlier in this investigation, a hypothesis was made that the difficulty of certain 
procedures made them unpopular for future application. The comparative 
results support these previous findings. The following analysis clusters the 
less-used procedures into two categories: those that are (a) intellectually taxing, 
or (b) physically demanding and time consuming. In terms of comparison, 
there are three dynamics at work in what might be regarded as the 
‘Intellectually Rigorous’ procedures:  
1. Intellectually Rigorous Procedures 
 (i) Increase from a low base 
Dramaturgical Checklist 25% >50% 
Although only 50% of the Graduates now use a formal dramaturgical checklist, 
this is greater than the (reported) 25% of Novices. The critical question here is 
whether dramaturgical work was under-reported because it is being done 
implicitly. Anecdotal Graduate reports suggest that, although Graduates do 
not strictly follow the proscribed checklist, the dramaturgy classes at NIDA, 
and the formalised Dramaturgical Checklist in the Handbook, have 
significantly influenced Graduate thinking. Consequently, the skill of 
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dramaturgical analysis might be under-reported in this data because it is not 
undertaken in the formal manner, as indicated in the Handbook. 
 (ii) Decrease from a high base 
Read and Discuss Play 100% - 50% 
Super-Objectives 100% - 60% 
Novices report that they have all used the techniques listed above; however, 
the fall in usage is dramatic for Graduates. It is interesting to note that these 
two procedures are within the Making Decisions Phase. It is hypothesised that 
it is at this time of major changeover from the Exploratory Phase to the 
Visualising Phase that directors are keen to move on and begin to physically 
structure the production. My observational experience is that there is a 
tendency for directors to skim over this stage because these procedures stand 
in the way of beginning the important and pleasurable process of visualising 
the show.  
Why, then, is there such a significant drop in scores for Graduates? My 
experience would suggest that the high scores of 100% given by Novices are 
inflated. At this early stage of their exposure to directorial procedures, Novices 
are not fully aware of how extensive and complex these tasks are. 
Consequently, an incidental remark about a Super-Objective (S-O) or a quick 
read and hasty discussion of a play, might be considered by the novice to be a 
complete exercise of these procedures. Graduates are far more discerning about 
what is actually entailed in the full delivery of each technique. Therefore, it can 
be hypothesised that there is a shift in priority of techniques according to the 
stage of training and exposure to the DE Model. 
(iii) No significant change 
Vision Statement 50% - 40% 
Analogous to explaining the S-O of a production and the Reading and 
Discussion of a play, the Vision Statement is located at a fraught time in the 
production process. Asking a director to refer to the Vision Statement and make 
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adjustments when the production is in the theatre, is asking a good deal of an 
emerging director. This comes at a time when there are other pressing and 
practical issues to be dealt with. Directors are also reluctant to change elements 
of a production once it has been staged and they are close to their first public 
performance. 
2. Demanding and Time-consuming Tasks 
Thru-line 0% - 10% 
LOPPA 0% - 50% 
Both these techniques present organisational difficulties. The Thru-line is 
meant to be a constant mantra that the director uses to remind the performers 
of the narrative and dramaturgical key moments of each scenic event. In the 
Handbook Clarity instrument, it was clearly noted that the Thru-line was 
poorly articulated, and its purpose unclear. The data reveals that its value is 
not recognised by Graduates, despite their exposure to, and experience with 
the technique.  
The LOPPA could be considered as a success story despite only being used by 
50% of the Graduates. Despite being a foreign and taxing procedure, this very 
complex and onerous task is still used by half of the Graduates.  
Implications of the Findings: DE Procedures Used (Novices vs. Graduates)  
The comparison of Novice and Graduate use of the DE skills replicates the 
findings in the DE Procedures Used analysis that intellectually taxing and 
onerous tasks are less used by Graduates. It was hypothesised that the location 
of a skill (that is, in stressful moments in a production) might also mitigate its 
use. In contrast to most of the findings, the increased use of the LOPPA 
technique is posited as an indication of its value. 
Some thought needs to be given to the placement of certain procedures in the 
production process, to ascertain whether the positioning of a skill makes it 
unpopular with Graduates, or whether the skill is, in fact, not deemed useful 
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per se. The extremely negative result of the use of Thru-line (10%) indicates a 
real problem with this procedure. In the new iteration of the Handbook, the 
Thru-line is embedded in the Etude process. This serves to remind the 
participants of its importance, and to maintain its use. Furthermore, the Vision 
Statement is introduced a little earlier in the process, in order to distance it from 
the stressful changeover period in which it was originally positioned.   
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CROSS-CASE ANALYSIS: EVALUATIONS 
 
 
 
 
 
 
Proof by David Auburn (Directed by Derek Walker, Actors Centre and NIDA, 2012) 
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Kirkpatrick/Clark Model: Novices vs. Graduates 
The results from both the Graduates and Novices in regards to the 
Kirkpatrick/Clark model are compared here. It should be noted that the 
Novices were engaged in a Focus Group Discussion with the actors of their 
scenes. They were given a series of dialogical prompts. The graduate 
Kirkpatrick/Clark results came from collecting all the evaluative comments the 
Graduates made while talking about the rehearsal of one of their productions, 
and appropriating these comments to the Kirkpatrick/Clark four steps. Thus, 
two different instruments were used in the generation of the comparative data.  
Kirkpatrick/Clark Model: Data Analysis (Novices vs. Graduates)  
It could be argued that Novices rated Results higher than Graduates because 
(a) they were surprised at the efficacy of, and their competence with the 
procedures, and (b) because the actors were so complimentary about the DE 
techniques in the Focus Group Discussion.  
Table 24 Kirkpatrick/Clark Model: Cross-case Analysis  
Kirkpatrick/Clark Steps Graduates Novices 
1. Results  38% 45% 
2. Performance 32% 15% 
3. Learning 19% 18% 
4. Motivation 13% 22% 
Total 102% 100% 
The lower Novice score for Performance could simply indicate that it was too 
early for the Novices to consider what skills they would transfer to their 
directing practice. The relatively higher score for Motivation (compared to the 
Graduates’ score) could simply indicate that the Novices were more motivated 
to learn because it was a new process, and the beginning of their NIDA training.  
Like the Novices, the Graduates’ score appears to reflect their level of 
experience with the DE Model. Having recently graduated, and having begun 
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the process of developing their own style, they are more circumspect. Their 
relatively low scores for Learning and Motivation could be said to reveal that 
they have already learnt the finite DE skills, and have been exposed frequently 
enough to DE practices to no longer rate them highly.  
If the above hypotheses are accurate insights into the findings, they support the 
contention that the best training for this directing procedure is through 
practical experience. By practising what is taught, the student director obtains 
instant positive and negative feedback on their work, and on how their skills 
can be used or enhanced. Learning and Motivation are important at the 
beginning of the pedagogical process; however, once competency is reached, 
these factors become less important. 
There is one other important thesis emanating from this data. A case can be 
made that each cohort perceives the learning process in quite a different 
conceptual manner. The following comparative display illustrates the two 
conceptual frameworks (introduced earlier). For the Novices, the learning 
process appears to be linear; that is, learning begins with the motivation to 
learn the DE skills. This is then followed by transferring the skills to simulated 
experiences and, finally, seeing the benefits of the Model. This finding supports 
the use of the linear instructional design concept of the DE Handbook. 
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NOVICES  
Linear Conceptual Framework 
GRADUATES 
Circular Conceptual Framework 
 
On the other hand, for the experienced Graduates, the DE learning process 
resembles the Action Research cycle. Previous experience with the DE Model 
means that directors are able to innovate, reflect, and use the skills as a toolkit 
for future application. The process is circular because each new situation or 
innovation leads to more discoveries and innovations. 
  
Motivation
Learning
Performance
Results
Motivation
LearningPerformance
Results
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Kirkpatrick/Clark Model: Implications of the Findings (Novices vs. 
Graduates) 
Not unexpectedly, the critical variable in the findings appears to be experience 
with the system. It can be hypothesised that the Graduates are more au fait with 
the results of the DE Model and, thus, rate it highly; however, they rate it less 
highly than the Novices, whose ratings are influenced by novelty and early 
positive outcomes. Experience with the DE Model has allowed Graduates to 
innovate and, thus, they value the skills transfer they have practised; Novices, 
on the other hand, are still battling with the procedures. Learning is stable 
across both cohorts because the procedures are finite. Graduates are veterans 
and, thus, the motivation to learn the same skills has become less conspicuous. 
It is suggested that the learning styles of Graduates and Novices are different. 
Novices learn new material in a linear iterative manner, while Graduates 
consider repeated exposure to DE as a circular pattern within which they can 
innovate and make improvements in their practice. If these hypotheses are 
correct, it would indicate that the Handbook’s instructional design should 
continue to present skills in a linear fashion for emerging directors while, at the 
same time, providing experienced directors with a toolkit of skills.  
The current layout of the Handbook services both reader cohorts. Nonetheless, 
linear graphic illustrations have been introduced to further underline the 
logical progression of the system46 ; for example, the Etude process is now 
illustrated by a ten-step series of coloured boxes. Most importantly, a summary 
step-by-step outline of all the procedures has been added to the end of the 
Handbook for easy reference as a toolkit. 
                                                          
 
46  “When readers leaf through a publication they usually look first at the illustrations, and read the captions” (Tonge 
1995, 36). 
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Thematic Analysis of Findings: Novices vs. Graduates 
This cross-case analysis compares the themes that emerged from the 
Kirkpatrick/Clarke findings for both Graduates and Novices. 
Table 25 Kirkpatrick/Clark Model: Themes  
Thematic analysis 
1. Results 
It is assumed that when student directors undertake a course or read a 
handbook, they are seeking improved results in their directing technique. What 
is consistent across both cohorts of subjects is that the perceived benefit of 
instruction and experience lays both in working with actors and in developing 
directorial skills. The DE Model privileges the creative influence of actors in the 
rehearsal process; indeed, the data suggests that all learners see the advantage 
of actor input via collaboration. 
Graduates Novices 
1. Results 
(a) Working with Actors 
(b) Director Benefits  
1. Results 
(a) Working with Actors 
(b) Director Benefits 
2. Performance 
(a) Innovation 
(b) Skills Transfer 
 
2. Performance 
(a) Poor Performance 
(b) Positive Application 
 
3. Learning 
(a) Toolkit 
(b) Retrospection 
(c) Limitations 
3. Learning 
(a) Collaboration with Actors 
(b) Learning by Doing 
4. Motivation 
(a) Benefits & Questions 
(b) Innovation 
4. Motivation 
(a) General Comments on Value 
(b) Straightforward and Contemporary 
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2. Performance 
The critical variable in evaluation is the participant group. Novices are more 
concerned with the quality of their performance. Although there are some 
positive aspirational comments that indicate a willingness to learn new 
approaches, Novices see their performance mainly in negative terms. Graduate 
directors, on the other hand, take a more positive view: mostly reporting how 
they have managed to transfer the skills learnt and, additionally, how they 
have remodeled the DE procedures. 
3. Learning 
Novices, being at the beginning of their training, are more preoccupied with 
optimising their interaction with actors, and improving their skills through 
directing experience. Graduates take a more pragmatic approach and evaluate 
the training in terms of the skills it has provided them. A recurring theme is 
that the DE procedures provide a ‘toolkit’, or repertoire of skills, for the director 
to use in any combination. With hindsight, some Graduates express regrets 
about how they have directed in the recent past, and conjecture that they will 
make improvements next time. A significant number of criticisms of the DE 
Model are noted. 
4. Motivation 
The amount of experience with the DE system plays a role in motivation. 
Graduates continue to be motivated by the results of the DE Model over many 
iterations. They are also motivated by their own ability to implement new 
procedures and, therefore, to find their own voice as a director. Conversely, 
Novices are simply encouraged by the positive results they witness on their 
first and only encounter with the process.  
Although there are some reports of difficulty with some aspects of the Model, 
in this instrument, directors comment that the system is ‘straightforward’. The 
number of comments about contemporaneity might have been skewed by one 
of the dialogical prompts: “Is the DE Model old-fashioned?” 
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Implications of the Findings: Novices vs. Graduates  
Given the data, it would appear that there are some similarities between Novice 
and Graduate directors, both of whom are interested in the benefit of their 
relationship with performers, and their own directorial improvement. Novice 
directors are still learning and, thus, are more prone to self-doubt. While 
experienced Graduates can begin to experiment with procedures, Novices are 
still grappling with learning procedures. This finding led to the expansion of 
the procedures in the Handbook that deal with the director’s interaction with 
performers. The Etude process, for example, is illustrated graphically to clarify 
and simplify the process of actor improvisation. Procedures for each phase are 
colourfully summarised at the beginning of each chapter, and neatly 
summarised at the end of the Handbook for easy reference. 
The data suggests that Novices and Graduates can have very different value 
expectations of their training. The differences are useful to consider when 
writing a handbook for Novices, or structuring a training course for more 
experienced directors. The layout of the Handbook allows more experienced 
directors to move quickly through the procedures to locate particular skills. 
These are often in boxes, and then briefly summarised. The less experienced 
director is able to read through the Handbook where all the skills and 
procedures are explained thoroughly for each phase, as it occurs. The Glossary 
and rehearsal summary at the end of the Handbook are useful references for 
both Novices and Graduates.  
However, any specific self-doubt expressed by Novices can only be fully 
allayed by expert supervision in a structured course, and cannot be provided 
by a handbook alone. Novices benefit from doing, while Graduates are able to 
appraise previous experiences with a critical eye. Consequently, it can be 
argued that the Handbook should be written both as a supplement to the NIDA 
training program, and as a reference resource for more experienced directors. 
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THE FINDINGS REPORT 
 
 
 
 
 
 
 
 
 
 
 
 Rehearsal (National Theatre Drama School, Melbourne, 2012) 
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The Findings Report 
I am reminded of a private conversation with Prof Sergei Tcherkasski from the 
St Petersburg State Drama School in the winter of 2010-2011. In this 
conversation, Prof Tcherkasski acknowledged that he was disappointed that 
his graduates were always trying to find short cuts to the rigorous Active 
Analysis method that he taught. The results of this study also reveal that, for 
Novices and Graduates, this recurring issue of the perceived ‘difficulty’ of the 
DE Model needs to be addressed. Having said that, it should be emphasised 
that most reports on the DE Model (from the sixteen directing-student 
participants) are positive.  
Nonetheless, since the aim of the research is the improvement of the Handbook 
that underpins the pedagogy and training, the primary focus of the Findings 
Report is to consider the perceived limitations of the Model in order to improve 
the Handbook’s instructional design. The following is a brief summary of what 
each of the instruments and analyses revealed. 
Isolating Program Effects 
The data gathered by this diagnostic instrument raised the question of how 
well the participants actually understood the techniques they said they were 
familiar with. However, the data did indicate the eight procedures that were 
completely new to the directors. 
 
Procedural Competency 
The Novice participants were able to follow the basic DE Model simply by 
reading the Handbook. Issues within the Etude process were identified and a 
new technique, known as ‘Event Stimulus’, was developed. 
 
Communication Skills 
Participants had three issues with the use of positive Communication Skills: 
fear of failure, the perception that they were boring, and their perception of the 
skills’ difficulty.  
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DE Procedures Used (Competency) 
Graduates used the majority of procedures taught in the DE Model. It was 
hypothesised that the low uptake of certain skills was based on the perception 
of their intellectual and physical difficulty. 
 
Handbook Evaluation 
While the overwhelming majority (81%) of responses was positive, a number 
of comments made by Novices questioned whether the Handbook alone was 
effective in teaching the DE Model. 
 
DE procedures Used (Evaluation) 
Graduates reported many benefits from the DE Model. The director’s own 
ability to innovate around the original procedures was highly valued. 
 
Kirkpatrick/Clark Model (Novices) 
Novices valued the results of the DE Model most highly. It was posited that 
this was because they were new to the directing approach and needed to see 
tangible results. This suggested that a linear pedagogical approach was most 
useful to learning directors. 
 
Kirkpatrick/Clark Model (Graduates) 
Graduates valued both results and performance in their work. The findings 
here support the previous data that suggests that Graduates value the ability 
to innovate (performance) around extant DE procedures. It was theorised that 
Graduates learn in a circular way (similar to the Action Research cycle) because 
they are able to implement techniques and innovations with each directing 
experience. 
 
Kirkpatrick/Clark Model, Cluster Analysis (Graduates) 
While cluster analysis triangulated the previous findings with regard to 
innovation, they also had the benefit of identifying the limitations of the DE 
Model. 
 
DE Procedures Used: Novices vs. Graduates 
The findings reiterate previous data that identified a technique’s perceived 
difficulty as the critical variable in its deployment. 
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Kirkpatrick/Clark Model: Novices vs. Graduates 
In this cross-case analysis, it is speculated that the director’s experience with 
the DE process is the critical variable. This finding supports the notion that 
Novices learn in a linear fashion, while Graduates learn through the circular 
nature of their experience. 
 
Thematic Analysis of Kirkpatrick/Clark Model: Novices vs. Graduates 
Using thematic analysis, it emerged that both Novices and Graduates were 
concerned both with their relationship to actors, and with improving their 
directorial skills. What distinguished the two samples was that the Novices 
displayed some self-doubt about their abilities to use the DE Model, without 
the support of supervised coursework. 
Answering the Research Questions  
How competently do readers of the Handbook replicate the DE Model? 
Readers can attain a fundamental competency in the replication of the DE 
Model without the benefit of training. However, the findings indicate that the 
Handbook is best used as a complement, not alternative, to training. Others 
interested in the directing methodology can use the Handbook as a 
professional resource. 
Which learnt procedures of the DE Model do Graduates maintain in their post-
training practice? 
Graduates maintain and use the majority of DE procedures they have learnt. 
Since Graduates consider the skills as a toolkit, they might be used in various 
combinations. Additionally, the findings indicate that Graduates are proficient 
in innovating new procedures based on the DE procedures learnt. For example, 
one graduate rehearses all a play’s events only until the end of the leadership 
Etudes. Once this has been done, she starts rehearsing the play from the 
beginning again, completing the Objective and Strategies Etudes. Her view is 
that the performers are more ready to consider the objectives of their figures 
once they have experienced the whole play. 
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Which DE procedures are problematic? 
A significant percentage of procedures are deemed problematic. The reasons 
for this are diverse, ranging from the perceived difficulty of the skill, to its poor 
explanation in the Handbook. The results of the data in this regard have been 
harnessed to make improvements to the Handbook. 
How can the evaluations, by the Graduates of the NIDA course and Novices who read 
the Handbook, be used to improve it? 
The raw data has been analysed by various means, including thematic analysis, 
established models, and other instruments to ascertain if there are common 
issues. Wherever possible, the Handbook has been adjusted to address any 
negative assessments.  
Outcomes of the Research: Handbook Improvements Made  
The findings from this investigation have resulted in the following general 
improvements to the Handbook: 
 
1. More graphic and linear-process displays 
2. More detailed explanations 
3. More examples and anecdotes of real-life situations 
4. Encouragement of innovation 
5. Emphasis on the ‘toolkit’ possibilities of the DE Model 
6. Repositioning of some procedures 
7. Reduction in the ‘difficulty’ of taxing procedures 
8. Extension of the Communication Skills section 
9. Deletion of superfluous information 
10. Provision of more procedural options  
11. Addition of a checklist summary of procedures for easy reference 
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CRITICAL REFLECTION 
 
 
 
 
 
 
 
 
 
Proof by David Auburn (Directed by Derek Walker, NIDA/ACA, 2012) 
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Assumption Analysis 
The underlying assumption in the Directing Experience (DE) Handbook and 
course work at NIDA is that a directing system can be taught to the point where 
directing students can autonomously follow the Model.  It assumes that the 
best way of instruction is by both reading the Handbook, and supervised 
simulated experience 49 . Furthermore, I have assumed that a reader can 
comprehend the DE Model by reading the Handbook alone. In both instances, 
my work assumes that linear sequencing of the Handbook and simulated 
rehearsals is the most effective approach. My work assumes that a flexible but 
prescribed approach to directing is advantageous. 
The findings indicate that while a basic understanding of the DE Model can be 
gained from a reading of the Handbook, the preferred method of instruction is 
one where the Handbook complements the training. The Cognitive Perspective 
in learning supports the linear approach taken in both the Handbook and 
practical instruction. The prescriptiveness of the step-by-step system does not 
seem to inhibit Graduates, who have used the DE procedures as a toolkit and 
applied them innovatively. 
Contextual Awareness 
Having experienced director training first hand in Germany, Russia and 
Australia, having received second-hand reports from the UK and other 
countries, and having read accounts in published directing handbooks, I am 
aware that there is not a serious contemporary catalogue of director-training 
manuals available. My personal aspiration, therefore, is to add to the 
development of this field. I believe that there is an unspoken industry belief 
that directing and performance are so ‘magical’ that too much intellectual 
consideration can destroy theatrical creativity. As a consequence, I am aware 
                                                          
 
49  “So real collaborative learning occurs when there is a high level of teacher support and student engagement”  (Brady 
2006, 13). 
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that there are those who might feel that the approach promoted in the DE 
Model is too dramaturgical. However, my own experience has been that the 
structure that dramaturgy provides allows for a greater level of freedom and 
artistic expression. 
At my Project 1 academic panel discussion, it was suggested that I abandon the 
procedure of subdividing each Main Event into E5 events. In my practice, and 
that of my students, we have found that this subdivision is crucial to an 
understanding and structuring of the audience’s reception of a production. 
Without the guiding and framing structure that the E5 provides, Main Events 
can easily lose their focus, and audiences lose their concentration. In fact, 
directors often use the E5 concept to overcome difficulties with short activities 
within scenes, such as a character drinking whiskey. 
Imaginative Speculation 
I believe that my contribution to the field will bring a much-needed fillip to 
considerations of directing. While there has been an increase in the artistic 
visualisation of theatrical presentations, this has not been matched by formal 
dramaturgical concerns. One of the unique aspects of the DE approach is that 
it privileges both the visual and the dramaturgical. 
Reflective Skepticism 
My personal fear is that any formalised directing scheme will be discredited by 
those directors and institutions that believe that directing is fundamentally not 
teachable. I am also aware (from anecdotal reports from my students) that 
while the process has much merit, it is very rigorous. It can be hypothesised 
that some of the innovation reported in this study is a reflection on directors 
who try to find easier alternatives to the ones suggested in the written DE 
Model.  
As an instructional design system, the DE Handbook follows the theories 
associated with the Cognitive Perspective. Its clear and logically sequenced 
layout and methodology facilitates learning; and, when read in conjunction 
with practical and simulated rehearsal experience, it gives directors an 
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opportunity to experience a new way of working. Certainly, the reality seems 
to be that the difficult procedures suggested are unlikely to be used unless they 
are seen to be invaluable or unavoidable. To coin a popular phrase, the 
Handbook needs to be ‘user friendly’ in order for it to be used. Thus, the 
Handbook’s improvement is not just a matter of making it ‘better’, but is crucial 
in clearly explaining the aims and benefits of a newly-minted rehearsal process 
that synthesises the early twentieth-century directing theory of Stanislavski 
with contemporary research in the cognitive and visual sciences.  
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CURRENT AND FUTURE RESEARCH 
 
 
 
 
 
 
 
 
 
 
 
 
Rehearsal (National Theatre Drama School, Melbourne, 2012) 
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Significance and Benefits of the Research 
The Stanislavski system “…was constantly perfected and transformed in direct 
interaction with practice”. (Levin and Levin 2002, 8) 
Action Research and the DE Model are well-matched research partners. Both 
systems are underpinned by a belief that existing epistemologies of practice are 
changeable, and can be improved by constant cycles of re-evaluation and 
problem solving. 
The Active Analysis system has proven to be a highly successful rehearsal 
methodology throughout its relatively long history. However, because of the 
cultural isolation of its original context and the many variations in its 
interpretation, a precise understanding of the rehearsal practice remains 
unclear. By building on the principles and strategies of Action Research over a 
number of iterations, a contemporary development of Active Analysis – known 
here as the ‘Directing Experience Model’ – has been created. This Model adds 
a long overdue comprehensive and rigorous system for the creation of 
theatrical presentations to the field of theatre directing. 
The significance of this research is that it is trans-historical: on the one hand, it 
seeks to build on, and appropriate, historically distant approaches such as the 
Active Analysis process and psychodynamic theory; on the other hand, it 
supplements these approaches with the early twenty-first century theories of 
visual cognition. While the assumed ocularcentrism of our times is 
acknowledged, there is no known systematic methodology developed to 
incorporate scientific notions of visuality and memorability into theatre 
practice. 
It can be argued that the situation in the field today is that directors are not 
being trained or exposed to wide-ranging and coherently structured techniques 
to assist their work with dramatic material. Consequently, they can develop 
‘scattergun’ (multiple and non-logically sequenced) approaches that fail to 
reach their own, and the rehearsal period’s, full potential. What the DE Model 
and Handbook provide is a system that fills this gap in the field.  
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In terms of my site of director training at NIDA, the Handbook provides future 
students with a clearly ordered and flexible system of working on a play script 
from the student director’s Preparation Phase until the Staging of the 
production in the theatre on opening night. By gaining competency in the DE 
Model, directors can significantly add to the general development of directing 
skills and procedures in the Performing Arts industry. Other directors will 
have the opportunity to enhance their professional development and praxis by 
utilising the many techniques found in this Model and Handbook. 
Future Research 
Future research will focus on the long-term efficacy of the Handbook, and on 
how it can be better accessed by professional theatre directors. This will involve 
interviewing alumni many years after graduation, and using the Procedures 
Used data collection instrument and interviews to gauge the value and 
retention of DE skills in a longitudinal study. The Handbook also aspires to be 
a ‘toolkit’ or resource for directors who have not undergone NIDA training. 
Research needs to ascertain how the Handbook can be designed to be more 
proficient in providing these practitioners with ready access to the DE 
techniques as part of their professional development. 
 
In terms of improving the DE Model itself, I hope to concentrate and expand 
upon the technical aspects of the Staging Phase of a play’s production. I intend 
to observe the staging work of my alumni in their directing practice in the 
industry, and to then bring that experience back to NIDA and the Handbook, 
to provide a fuller account of how the DE principles can work in that phase of 
a production. Finally, I anticipate that the Communication Skills component 
will continue to evolve and improve during its on-going deployment as part of 
the directing course at NIDA. 
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APPENDICES: INSTRUMENT TEMPLATES 
(NB. The font size of many of the templates has been reduced in this Appendix version. The current 
term ‘E5’ has replaced the previous term ‘T5’ in these templates for consistency across the document). 
 
 
 
 
 
 
 
 
Photo: No Such Cold Thing by Naomi Wallace. Directed by Pierce Wilcox, NIDA/ACA (2012).  
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APPENDIX 
THE RESEARCH INSTRUMENT TEMPLATES 
 1. CONTACT SUMMARY SHEET (CSS) 
 2. WHAT’S WORKING/NOT WORKING (WXW) 
 3. SUGGESTION BOX (SBX) 
 4. STILL PHOTOGRAPHS OF E5 MOMENTS (FOT) 
 5. NOVICES: ISOLATING PROGRAM EFFECTS 
 6. NOVICES:  COMMUNICATION SKILLS CHECKLIST 
 7. NOVICES: HANDBOOK REACTION SHEET 
 8. NOVICES: HANDBOOK CLARITY 
 9. NOVICES: FOCUS GROUP DISCUSSION 
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1. CONTACT SUMMARY SHEET (CSS)
CSS        Date: ___/ ___/ 2012. 
1. What were the main issues or themes that struck you in this session? 
 
 
2. Summarise the information you got (didn’t get) on the following: 
 
Events 
 
E5/ VAT 
 
Psychological 
 
Dynamics 
 
3. Was there anything else that struck you as salient, interesting or important in this 
session? 
 
 
 
4. What new (or remaining) questions do you have in preparation for the next session? 
 
 
 
5. Do you have any hypotheses, speculations or hunches? 
 
 
 
6. Were there any surprises? 
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2. WHAT’S WORKING, NOT WORKING (WXW) 
WXW What’s working/not working.         Res/ Dir/ Act/ Obs/ Crit                       Date: ___/ ___/ 2012. 
 Events E5/VATs Psychological Dynamics 
Working 
+  
 
Examples 
 
    
Not 
Working 
+ 
Examples 
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3. SUGGESTION BOX (SBX) 
 
SBX  Suggestion box.         Res/ Dir/ Act/ Obs/ Crit                          Date: ___/ ___/ 2012. 
Events E5/VATs Psychological Dynamics 
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4. STILL PHOTOGRAPHS OF E5 MOMENTS (FOT)  
FOT 1/2       Date: ____/ ____/ 2012. 
Foto 
thumbnail 
and/or ID 
Comments: 
 
 
 
 
 
 
 
 
Codes 
VSUR-
SUD 
VINT- 
ERGY 
VREP- 
ACT 
VCON- 
INFER 
VOBJ- 
BODY 
VSUR- 
WON 
VINT-
VOL 
VREP- 
VERB 
VCON- 
LCON 
VOBJ- 
CHANGE 
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FOT 2/2       Date: ____/ ____/ 2012. 
 
Foto 
thumbnail 
and/or ID 
Comments: 
 
 
 
 
 
 
 
 
 
 
Codes 
VSUR-
SUD 
VINT- 
ERGY 
VREP- 
ACT 
VCON- 
INFER 
VOBJ- 
BODY 
VSUR- 
WON 
VINT-
VOL 
VREP- 
VERB 
VCON- 
LCON 
VOBJ- 
CHANGE 
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5. NOVICES: ISOLATING PROGRAM EFFECTS 
 Novices: Isolating Program Effects.  Date: _____/ _____/ 2013. 
The following table displays the phases and techniques of the DE process. Please circle 
any of the techniques that you already used BEFORE reading the handbook. Also, 
circle any phases/techniques you might have used partially before reading the 
handbook.  
Phases  Techniques 
1 
Dramaturgical 
Preparation 
 
Private 
Reads 
Drama. 
Checklist 
Events 
& E5 
Research 
Casting & 
Script 
        
2 
Day One 
& Daily 
 
Environ- 
ment 
Com-
munion 
Rehearsal 
Preparation 
Narrative 
Outline 
Toilettes 
        
3 
Psycho-
physical 
Exploration 
 
Sub-text 
Etudes 
Leadership 
Etudes 
Objectives 
Etudes 
Strategies 
Etudes 
Improv 
        
4 
Making 
Decisions 
 
Vision 
Statement 
Thru-line 
Super- 
Objectives 
Read & 
discuss play 
 
        
5 Visuality   
Visualise 
each 
ME 
LOPPA 
Running 
MEs 
SICRO 2nd 
Level 
 
        
6 
Performance 
Dynamics 
 
Tempo & 
Tension 
Proxemics 
Visuality 
Check 
Runs & 
Outcomes 
 
        
7 
Directing 
Experience 
 
Lighting & 
Sound 
Runs in 
Theatre 
Vision 
Statement 
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6. NOVICES: COMMUNICATION SKILLS CHECKLIST 
Novices: Communication Skills Checklist.  Actor Feedback. Date: _____/ _____/ 2013. 
Please complete this checklist by ticking where something occurred or placing a 
cross where something did not occur. If a directing technique was not used or you 
can’t remember, leave it blank. Feel free to make a comment in the box provided or 
go into the margin.  
Did the director….   Comment 
Prepare the room before rehearsals?    
Label & explain the point of an activity?    
Make inspirational comments?    
Ask you to paraphrase instructions?    
Explain activities and when they will finish?    
Re-state the point of the activity again before 
going into it? 
   
Take notes of any ‘flickers’ during Etudes?    
Know each character’s Strategies for each 
mini-event? 
   
Related the exploration Etudes to the 
‘blocking’ 
   
Use terminology consistently?    
Use jargon, or terminology you did not 
understand? 
   
Tell you the focus of an activity beforehand?    
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Give you notes on what was to focus of the 
activity? 
   
Give honest feedback?    
Referred to the character and not you?    
Include everyone in the feedback?    
Listen to you?    
Acknowledge what you were saying?    
Avoid long verbal discussions?    
Keep focused?    
Use different ways of communicating?    
Use different ways to stimulate interest?    
Ask for one clear outcome/task at a time?    
Check that you understood instructions?    
Side-coach instructions?    
Stay calm and polite, did not display anger or 
negativity to you? 
   
Discuss an activity and its outcome after it 
finished? 
   
Gave honest, polite and encouraging feedback?    
At appropriate times, asked that an activity 
be repeated? 
   
Speak to you privately?    
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Set up rules/parameters before activities?    
Make rules clear?    
Make safety a priority?    
Organise rehearsals logically?    
Seem to work from a plan?    
Avoid going off on tangents?    
Build work from basic to more sophisticated?    
Find patterns in the text or work generated?    
Understand your energy levels?    
Give breaks, not interrupt, kept everyone 
occupied? 
   
Mix things up for variety?    
Encourage you thru pep talks, positive 
feedback etc? 
   
Use music or lighting to create atmosphere?    
Remain honest and Thank you.    
Use music or lighting to bring energy into the 
room? 
   
Use a genre of music that suited the 
production? 
   
Use low lighting for intimate scenes?    
Avoid natural lighting?    
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Explain the lighting and sound of the actual 
production? 
   
Ask you to bring a costume along?    
Use real props? (ie. not mimed)    
Set up the groundplan of the playing space?    
Set up separate areas within the rehearsal 
room? 
   
Use any visual stimulation? (eg. photographs, 
pictures etc). 
   
Give notes on the focus of any exercise or 
rehearsal? 
   
Give specific notes and examples?    
Make notes in his/her copy of the text?    
Rehearsals were logical and seemed flexible?    
Well prepared?    
Provide you with a laid out script in advance?    
Limit discussion time?    
Keep you engaged?    
Give you homework?    
Have a realistic rehearsal plan?    
Have the voice of authority when giving 
instructions? 
   
Speak to the whole cast and also privately?    
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Make instructions clear in terms of aims and 
expression? 
   
Keep the rehearsals active?    
Keep to a clear discussion?    
Set time limits for discussions?    
Make sure that everyone was involved in 
discussions? 
   
End discussions with a summary, conclusions 
or an action plan? 
   
Use research of real stories to inspire?    
Use his/her personal stories?    
Challenge you or propose a problem to be 
solved? 
   
Make provocative or contentious statements?    
Use the ‘Magic If’ exercise? (ie. what would 
you do in the same Given Circumstances) 
   
Allow comfortable silences in discussions?    
Explain the scene’s significance?    
Point out the leadership patterns?    
Articulate the E5 moments? (ie key moments 
of the scene) 
   
Discuss how the performance will physically 
look on stage? 
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Talk about The Problem of the scene or about 
the characters’ interactions? 
   
Discuss narrative and character revelations in 
the scene? 
   
Make sure you knew the focus of the 
rehearsal? 
   
Organised a physical, vocal and imaginative 
warm up? 
   
Make sure that the warm ups related to the 
day’s work? 
   
Conduct silly warm ups to lighten the mood?    
Make sure that warm ups did not go on for too 
long? 
   
Make sure that the physical and emotional 
environment was conductive for rehearsals? 
   
Surprise you?    
Set up a problem to be solved?    
Use various sensory stimuli? (eg. smell, touch, 
taste etc) 
   
Allow ‘failure’ to occur?    
Use ‘heroic tension’, ie. playing the opposite of 
what seems to be called for? 
   
Create extreme conditions in the room? (eg. 
total silence, blackout etc) 
   
Ask you your opinion about how the 
rehearsals were being run? 
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7. NOVICES: HANDBOOK REACTION SHEET 
Novices: Handbook Reaction Sheet (Part 1).       Date: _____/ _____/ 2013. 
Please respond to the following statements, based on your reading of the DE 
handbook and your directing experience today by ticking the appropriate box. Please 
ignore the small print at the end of some statements, these are references to previous 
studies. 
 Strongly  
Disagree 
Disagree Not Sure Agree Strongly 
Agree 
I thought that the DE Handbook was easy to read & 
comprehend 
     
I understood the way that Stanislavski’s legacy and science 
were brought together in the DE handbook 
     
I thought the handbook was well-organised       
I now understand the logic of the methodology      
The handbook was attractive       
The DE Model is not suitable for every kind of actor      
There should be more emphasis on verbal communication 
(dialogue) on stage, not just physical expression 
     
The handbook was comfortable to hold and flick through       
I have reservations about the merits of the DE Model      
I can now direct a scene using the DE Model       
I am now more confident in applying what I have learnt 
when I start the NIDA directing course  
     
I got confused by the terminology used      
I don’t understand how I could direct using the DE Model in 
a 4-week rehearsal time frame 
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I communicate well with actors       
I think this method will have a positive impact on my 
directing skills  
     
I think that the approach to directing in the DE handbook is 
old-fashioned 
     
I still can’t imagine how DE actually works in practice      
I can now direct a scene using the DE Model       
I can use bits of DE as a toolkit from which to choose 
techniques to use in my own practice 
     
I responded favorably to the DE Model      
DE cannot be used successfully with non-realist plays      
The handbook gave me all the resources I needed to direct a 
scene using the DE Model  
     
The Preface was not needed      
I found the DE Model too complicated to use      
I could make a stab at explaining the Conceptual Framework 
that underpins the methodology 
     
I needed to improve my directing skills       
I could define and explain: the E5, SIRCO and FEEG      
There is too much focus on visuality      
I acquired the DE skills to a high degree by reading the 
handbook  
     
The reference to other directing handbooks was useful      
I found the photographs helped my understanding of the 
method 
     
I need to learn to be a good director       
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There are too many acronyms      
Having E5s of each event is too detailed and unnecessary      
Learning the DE Model will not help me become a better 
director in the future  
     
I understand why the methodology is titled ‘Directing 
Experience’ 
     
I will be more successful as a director if I have a distinct 
methodology  
     
I think the boxes of how to improve Communication Skills is 
useful for me 
     
The DE process is relevant to improving my directing skills      
I don’t have good people skills       
It’s all too scientific      
I am motivated to learn and perform the DE Model?       
The handbook provided me with the skills to direct a scene 
using the DE Model 
     
I was able to put the DE Model into practice today       
Learning to direct using DE Model will have a positive 
impact on my directing skills in the future  
     
The handbook gave me all the resources to succeed in 
directing a scene from a play  
     
I followed the DE Model successfully      
When staged, an audience would appreciate the work I have 
done  
     
 
Additional Comments: 
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8. NOVICES: HANDBOOK CLARITY 
Novices: Handbook Clarity          Date: _____/ _____/ 2013 
This checklist asks you to comment on the clarity of specific chapters and techniques in the DE 
Handbook when used as a sole reference. Please, give an overall tick (clear) or cross (not clear) 
for each entry. There is then space for you to make a comment on how to improve each section. 
DE Techniques Clarity 
    
Improvements 
Introductory Chapters    
Preface    
Stanislavski’s Legacy    
Structuring Experience    
Recent Directing Handbooks    
Conceptual Framework    
    
Illustrations    
Tables    
Boxes    
Photographs    
    
Dramaturgical Preparation    
Private Reads    
Dramaturgical Checklist    
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Events & E5s    
Research    
Casting & Script    
    
Day One & Daily    
Environment    
Communion    
Rehearsal Preparation    
Narrative Outline    
Toilettes    
    
Psycho-physical Exploration    
Sub-text Etudes    
Leadership Etudes    
Objective Etudes    
Strategies Etudes    
Improvisations    
    
Making Decisions    
Vision Statement    
Thru-line    
Super-objectives    
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Read & Discuss Play    
    
Visuality    
Visualise each ME    
LOPPA    
Running MEs    
SIRCO/Second Level    
    
Performance Dynamics    
Tempo & tension    
Proxemics    
Visuality Check    
Runs & Outcomes    
    
Directing Experience    
Lighting & Sound    
Runs in Theatre    
Supporting Material    
Glossary    
Tips for Director Communication    
References    
Any other comments about the Handbook. 
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9. NOVICES: FOCUS GROUP DISCUSSION 
Novices: Focus Group Discussion: Sample Questions Date: _____/ _____/ 2013 
Clark’s Learning and Work Environment model 
 
Results 
How effective was today’s rehearsal? 
 
Did the scene get to the stage it needed to today? 
 
How effective is the DE Model? 
 
How is this methodology different to other ways of rehearsal you have experienced? 
 
Is this an efficient methodology? 
 
Do you see the purpose of this methodology? 
 
Performance 
Did you direct today according to the DE Model? 
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You left out XXX, why was that? 
 
Learning 
What knowledge did you acquire by reading the handbook and conducting/participating in 
rehearsals? 
 
What skills were developed or enhanced? 
 
What attitudes were changed? 
 
Motivation 
How did you react to the DE Model (in reading and practice)? 
 
Do you think the DE Model is important or relevant? 
 
Is the methodology too difficult to be successful? 
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